ODIA : 
LINGUISTIC LANDSCAPE 
AND 
LITERARY EFFLORESCENCE 


Khageswar Mahapatra 


ODIA 
LINGUISTUIC LANDSCAPE 
AND 
LITERARY EFFLORESCENCE 


Khageswar Mahapatra 


Trupti 


® 
a 


Bhubaneswar 


Digitized by srujanika@gmail.com 


Odia Linguistic Landscape & Literary Efflorescence 
Khageswar Mahapatra 
Published by : Trupti, Bhubaneswar 
Distributor : Athena Books, Bhubaneswar-2 
E-mail : rkdas.athena@gmail.com 
Ph. 9437323152 
Type Setting : Ranjana 
Cover Design Trupti 
Printed at : Athena Books, Bhubaneswar-2 
Ist Edition : 2010 
Page 188 
Price : 200/- 


ISBN 13 978-93-80758-06-0 


Digitized by srujanika@gmail.com 


The Athena Books' 

Tribute to the author 

Professor Khageswar Mahbapatra 

on the 77th Birthday on 27 November, 2010 


Raj Kishor Das 
Compiler & Publisher 


Digitized by srujanika@gmail.com 


Contents 


Part-I Language 


1. A Historical sketch of origin & growth 07 
2: The Grammatical Structure 14 
3. Study of the History of Oriya Language 29 
4. Evolutionary Developement of Vocabulery 39 
ଠା Oriya : A source of the Tibetan script- 'Wartu' 42 
Part-II Literature 
6. A Rapid Survey of Evolutionary Developments 48 
7. Typical forms of Ancient Poetry 77 
8. Growth of Prose The Heritage 89 
9. The Sanskritic Background Legacy of the 

Gitagovinda 107 
10. The Religious Foundation Impact Of The 

Cult Of Jagannath 115 
ll. Western Influence the Nineteenth Century 

Foundation 127 
12. Fakirmohan Senapati 

(a) Sociology of Fiction : 141 

(b) Language & Style 146 
13. Gopinath Mohanty 

(a) Profile of an Indian Novelist 151 

(b) The Aspect of Language 155 
14. Trends of Realism in Fiction 160 
15. Strains of New, Morality’ in fiction 169 


16. Pandit Gopabandhu Das 
An Apostle of Indian Nationalism in Literature 175 
17. Reflections & Deflections of the Glare of 
Rabindranath 184 


Digitized by srujanika@gmail.com 


Part-I 


LANGUAGE 


Digitized by srujanika@gmail.com 


Digitized by srujanika@gmail.com 


A Historical sketch of origin & growth 


The present form of Oriya language is the result of the 
continued evolution of a definite speech style of old Indo Aryan 
Janguagec. Before thousands of years a group of Indo-Aryans settled 
in India and their language (Old Indo-Aryan language) in course of 
time with the extension. If Aryan settlements and at different periods 
had different forms. All those regional languages (Middle-Indo-Aryan 
language) are known as ‘Prakrit’ and ‘Apavramsa’ in early and later 
stages respectively. Modern-Indo-Aryan languages are a later 
development from those ‘Apavramsa’ Such evolution of Indo- 
European languages can be briefly stated thus : (Refer page- 188 ) 

Even though Modern-Indo-Aryan languages have 
developed in their several ways from Old-Indo-Aryan language by 
continuous evolution spread over two thousand years, their intimate 
relationship is obvious even now. 


From the table presented in the context of tracing the 
evolution of Oriya language it appears that though the basis of Oriya 
is the eastern spoken language, it has mutual relationship with the 
languages of central area. Markandeya in his ‘Prakruta sarvasva’ 
pointing out the characteristic speciality of ‘Odri Apavramsa has 
slated, ““‘sabaryam evoudri yogat taddesya saurasenyadeh” This has 
been amplified, “taddesanamodradesapadanam cha yogat 
sankaracchabaryameva audrisidhyati” (15-9). That is, the colloquial 
speech of Odradesa and Souraseni etc., i.€., their words synthesized 
with Sabari language producing the mixed language whichis Odrni. 
‘Souraseni etc’? may possible point at other contiguous Aryan 
languages, specially ‘Ardhamagadhi’, Prakruta, or Apavramsa of 
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Kosali. It is notable in this context that the arrival of Aryans in Orissa 
was through two separate routes of Kosala and Banga. This idea is 
clearer on examining the locations of dialects of Oriya language. 
The three main dialects of Oriya are 1. Coastal dialect (Modern 
standard language) 2. Western dialect (Sambalpun & Laria) 3. South 
western dialect (Desiya, Bhatri, Jharia). Of these, the kind of affinity 
that the first has with Bengali, the second has with Kosali and 
Chhatisgarhi and the third has with Halbi provide strong evidence of 
the systematic expansion of Aryan language. The oldest form of 
Oriya language is preserved in dialects of tablelands of Orissa and 
in this the characteristic feature of Odri language marked by 
Markandeya are noticeable. 


Tracing the chronological evolution of Oriya language 
definitely by historical process is impossible. But the arrival of Aryans 
in Orissa in pre-Christain era and the evolving of a special speech 
style alongside is proven by Ashoka’s Kalinga edict and Kharavela’s 
Hatigumpha inscription. On comparing contemporary inscriptions 
of similar type, a regional uniqueness is discovered in the language 
of Orissan inscriptions. Again, there is a strong view of Kalinga being 
the birth place of Pali language. Ralph Turner in his Comparative 
Dictionary of Indo-Aryan Languages has marked similarities between 
Simhalese and Oriya which proves naturally that Pali is the bridge 
for this contact and the historical connection of Pali with Oriya is 
beyond question. Though in the preliminary stages the settling Aryans 
in Orissa used Magadhi, Ardha-Magadhi or Pali, in course of time a 
Jocal Aryan language was born with the synthesis of that one or 
more original Aryan language with the local non-Aryan language. At 
least by seventh century Hiuen Tsang gives a definite proof of such 
a separate language in Orissa. He has mentioned that the language 
and habits of the people of Orissa is different from that of central 
land. The indications of colloquial language which we get in the 
inscriptions of Ashoka and Kharavela and which Hiuen Tsang 
observed to be different from other regional languages, that may be 
acceptable as ‘Odri Apavramsa’ Because there is a mention of 
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‘Odri Sub language’ and ‘Odri-Magadhi’ style in Bharata’s 
‘Natyasastra’ (200-100 B.C). Many subsequent grammarians 
Purusottam Dev, Anitudh Bhatta, Krushna Pandit, Markandeya etc.) 
have mentioned of ‘Odri Apavramsa’. But for want of sufficient 
illustrations, only this much can be argued that this colloquial language 
originating from the two sources of Eastern and Central Aryan 
languages and influenced by non-Aryan languages like Savara etc. 
was current in Oriya regions before two thousand years. 


Modem Oriya language id born from this Odri Apavramsa 
in course of evolution of thousand years. The continuity of this 
evolution process is observed in old inscriptions, Charyagitika, old 
Natha literature, and in the native dialect of south-western region. 
Some demonstrative examples of proto-Oriya language are available 
in the inscriptions written between sixth and twelfth century. There 
are indications of Oriya words and speech styles occurring at random 
in the Sanskrit inscriptions of the kings of Sailodvaba, Bhoumakar 
and Ganga dynasties. For instance, studying chronologically, the 
Sumandala inscription of Dharmaraj, (569 AD., Nibina copper plates 
of Madhab Verma (619.A D.), inscription in Gandhibedha Buddhist 
image (10"/11" cent.), Urajam stone inscription of Bajrahastadeva 
(1051 A.D.), etc, the continued evolution of Proto-Oriya language 
becomes aparent. 

Charyagitika is another instance of Proto-Oriya language. 
Though all language of eastern region are looking for their basic 
form in this work, some specialities of Charyagitika proves it to be 
nearer to Oriya language. These specialities are found in Phonetics, 
word-use and speech style chiefly. Many Oriya words current among 
Adivasis of south Western area help in establishing the geographical 
frontier of Charya language. For illustration, words worth nothing 
are : ‘Dhangara’ (thief), ‘Guma’ (headquarter), ‘Hindiba’ (loiter), 
‘Kangu’ (a crop), ‘Jana’ (a crop of maize class), ‘Taila’ (foothills), 
‘Kandiba’ (cackling of birds and animals), ‘Lanka’ (distant place), 
‘Ghata’ (narrow hilly lane). In subsequent ‘Sisuveda’, ‘Lohigita’, 
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*Amarkosagita’ and such other Nath literature the variation of Charya 
language and the last forms of Proto-Oriya language are noticeable. 


In the current native dialects of Adivasis in the borders of 
Orissa. Madhya Pradesh and Andhra Pradesh, an old form of Oriya 
language is observed. Quite possibly, from the start of the rule of 
king Binayak Deo of Sun dynasty in Nandapur. in 1448 A.D. in that 
region Oriya language prospered as the royal language. Justifiably 
in the colloquial Oriya language of that area, with sufficient influence 
of Dravidian and Munda languages of local Adivasis, the 
Odradesiese form of Ordri Apavramsa with Souraseni Sabari 
admixture is observed. Some unique formal features of this language, 
such as: plural suffix-man; second case ending-ke, fifth-uni, nu; 
proximate demonstrative-1 interrogative-kai; pronominal adjective- 
eti, ede; adverbialste, ne; future tense suffix-se; auxiliary verb-rah; 
present indefinite suffix-ni; negatival verb-nich; number indicator of 
second person verb-us, as; and plural indicator in third person-ay, 
etc. established its relation with the languages of central region. Its 
words indicate the antiquity of central regional languages and the 
influence of Souraseni-Sabari language. Minimum of two thousand 
dialectal words obsolete in modern Oriya proves the antiquity and 
fundamental uniqueness of this language. Long separation from 
coastal areas for natural and political reasons has helped in preserving 
the ancient Oriya form in this area. Though the childhood of Oriya 
language is unclear, its earliest point of self-assertion can be located 
definitely from thirteenth century. Narasingha Dev’s bi-lingual 
inscription (1256?) at Bhubaneswaris the culmination of continuous 
evolution of Oriya language. In the bi-lingual form of this inscription, 
the co-existence of Oriya with the royal language Tamil provides an 
indication of place and dignity of Oriya language at that period which 
proves that behind this ascent there was a long tradition of Oriya 
language. The temporal extent of this tradition may stretch upto the 
periods of Ashoka, Kharavela, Bharatmuni, or Hivenstang. With 
the rise of Sun dynasty as political sovereigns in Orissa, Oriya language 
was established in the cultural fields of the land. With royal patronage 
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Oriya was introduced in the fields of education, culture, literature 
and administration of a large empire spread from the Ganges to 
Godavari. The successful assertion of Oriya language against the 
aristocracy and pride of Sanskrit started hence. The ‘Mahabharata’ 
of Sarala Das is the first glorious and proud achievement of that 
conquest. A fter the emergence of Panchasakhas and the composition 
of ‘Bhagabata’ by Jagannath Das the full control of Oriya language 
in the educational and cultural fields in Orissa was established. 
Jagannath Das had created an widely agreed, pure, standard form 
of Oriya language in the pages of Bhagabata. Subsequently, literatures 
of ‘Riti’ period had built its finer form by ornamentation and 
Sanskritization. That universally accepted and refined language was 
reordered fresh by Radhanath and Madhusudan. By a conscious 
blending of literary and colloquial in choice of words and syntactic 
ordering they introduced a new speech style in imitation of English. 
Really modern Oriya ‘sentece? was well ordained in their language. 
In this way in the Bhagabata of Jagannath Das and in text books of 
Madhusudan distinct manifestations of two different periods 
indicating the nature and tendency of Oriya language are there. In 
fact, the words in the voices of these two great men is the medium 
of self-expression of the Oriyas as a people and is the universally 
accepted standard Oriya language. 


The evolved modern Oriya language is not a single undiluted 
flow of a colloquial speech sprung from old Indo-Aryan language 
only, different streams of speech from different sources had merged 
in this. The fundamental Aryan quality Oriya language had changed 
in different ways by the influence of non-Aryan languages. The most 
extensive and strong influence on Oriya language was that of 
Dravidian languages. Before the arrival of Aryans, Orissa was the 
habitat of Dravidian and Austric groups of people. Because of co- 
existence and political and cultural contacts with them by the newly 
arrived Aryans, Oriya language originated and in its development 
the influence of Dravidian and Munda languages became inevitable. 
The adoptable elements from the undeveloped Munda language are 
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only a few words and limited ways of application; but sufficient 
absorption from the rich Dravidian language brought a change in the 
nature of Oriya language in every level-phonetics, morphology, 
syntactic ordering, vocabulary and orthography. From the time of 
emergence of Odri Apavramsa till the rule of Mukund Dev, the last 
independent king of Orissa (1568 A.D.), the direct contact of Oriya 
language for this long period with Dravidian languages made the trends 
of Oriya language incline towards Dravidians. Then from 15/16" 
century another new language stream combined. That is Perso-Arabic. 
By the introduction of Persian as the royal language from the foundation 
of Mughal empire in Orissa to the end of 19" century it spread 
extensively among the populace and Persian study had a special dignity 
for a contemporary educated man. As a result, many Perso-Arabic 
words entered Oriya language in pure or distorted form. With the arrival 
of European merchants and the establishment of the British rule English 
took the place of Persian. Not only as a royal language, but as a rich 
international language English was quite attractive. The influence of 
other European languages like Portuguese, French, Dutch, Danish 
etc. on Oriya language was limited to absorption of words. But its 
syntactic ordering and word inflection processes changed considerably 
following the English norms. Actually, the influence of Dravidian 
language in the ancient form of Oriya language and English influence in 
the modern form may be considered as twin external influences. The 
form of modern Oriya language is the result of this influence. 


The gradual evolution of modern Oriya language from Old- 
Indo-Aryan language is the history of two thousand years of progress 
and emancipation. But in spite of the long gap and external influences 
the fundamental traditional shape of Oriya language is clear even 
now. Linguistis have unanimously said that it is a stable conservative 
language. Such that in the eyes of Grierson it is only comparable 
with Vedic Sanskrit. Though conservatism is defective ordinarily, 
the vitality of Oriya language is in its ancientness. In the middle of 
nineteenth century, Beames saved it by using this vitality from a plan 
to supplant Oriya language in the Province. Though it is considered 
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as an undeveloped Indo-Aryan language of modern era, its simple, 
rich and natural form is incomparable. Its grammar is compact and 
complete. Its verbal applications are not confused with different 
options and indirections or there is any difference in its spoken and 
written sound. There is such a sound harmony in its tonal quality that 
is neither coarse like the pebbles nor fluid like the water; rather it is 
swect like the slow graceful movement of a stream in a stoncy bed. 
The modern writers of Oriya language may explore its vitality and 
use its stable form, yet in spite of their borrowing and their imitations 
the fundamental nature of Oriya wiil not be distorted and confused. 
According to time and situation every living language must be 
reordered. In past, Jagannath Das, Upendra Bhanja or Radhanath 
had brought tumely change in the nature and trends of Oriya language. 
In the changed situation of contemporary times its reordering is not 
undesirable. Specially the way in our country language problems 
have been elevated from cultural level to political level, in this context 
the harmonizing is more necessary than the separatism of the past. 
So that should be aim of the latest reordering. In all India sphere it 
should be brought nearer and closer to other language groups, as it 
is a duty to preserve its uniqueness and blend its three different 
dialectal forms in the reordering of Oriya for modern Oriya writers. 
From the traditional evolutionary one-way flow of Oriya language 
this will be its first emancipating upswing. 
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The Grammatical Structure 


(1) PHONOLOGY 


An inventory of Oriya sounds may be prepared 
schematically as under : 


Consonants 


L_____ Bilabial Dental Velar 


a 
HC 
wo 


Semi- 
onsonants 


Vowels 
Front Central Back 
Spread Spread Rounded 
High i u 
Mid e ° 
Low a A 


Distribution of Phonemes : 


Consonants rarely occur at word endings excepting in Imperative 
Verb forms for 2™ person familiar singular and in borrowed words. 
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I. r. rh, n never occur initially 


d, dh in medial and final position become rrh, if not proceeded by 
nasals. 

N/N/occur only in conjunction with homorganic stops. w occurs 
rarely and in loan words and clusters only. Consonants cluster in 
twos and threes (pt, ktr etc) Nasal + stop cluster have homorganic 
nasals (Nk, nc, nt, nt, mb) 

Vowels have no restriction in occurrence in any position except 
O which occurs finally only in vocatives (0, lo, go, ho) 
Nasalisation is phonemic and all the vowels can be nasalized 
(na-boat/na-name) 


Contrast in length of vowels is observed (kana— corner/kaana — 
what, pila—child/piila drank) 


Vowels occurring in sequence sometimes become dipthongs 
(Ai : AichikA — optional, Au : AusadhA —1inedicine) 
Syllable pattern: 


Vowels (v) form the nucleus, Consonants (c) may occur before or 
after the vowels as onset or coda. The following patterns of syllable 
are found within words 


V. (a-come) 

VV. (ai-grandmother) 
VC. (an-bring) 

CV (ca-tea) 

V.CV (aji-today) 

VC. CV (Asru-tear) 
VCC. CV (AstrA-weapon) 
CV.V (nai-river) 
CCV.CV (krura-cruel) 
CCCV (stri-wife) 
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Words may have one to five syllables. Larger words are 
found but rarely. All the above type of syllables can occur at different 
positions in a word, excepting syllable patterns with C/CC as code 
at final position. As regards frequency of occurrence, disyllabic and 
trisyllabic words are much more commonly used. 


ORTHOGRAPHY 


Oriya is written in its own script. Its evolution is traceable 
through epigraphic records, palm-leaf manuscripts and old printings. 
The scripts used in Orissa region at different periods ultimately produced 
the Oriya script. These are Ashokan Bramhi, Kusana Bramhi, Gupta 
script, Acute angled (including nail-headed or wedge-head) script, 
Kutila script, Southern Nagari (Buhler’s later Kalinga script), Grantha 
— Tamila script, Nagar script and so called Proto-Bengali script. It is 
interesting to note that in one copper plate record (Ananta Verma 
Deva, Mandasa, A.D. 999) out of 738 letters inscribed 199 are 
Southern Nagari, 59 are Telugu, 101 are Grantha, 157 are Proto 
Oriya and the rest are later Kalinga characters.! 

The general characteristics of the Oriya script are- it is a 
syllabery system modified to alphabets, vowels and some consonants 
have symbolic short forms for compounding, some complex conjunct 
consonants, moves from left to right with all sorts of strokes and 
curved-tops. The use of curves instead of horizontal lines was 
necessitated for writing on palm-leaves with iron stylus as the lines 
would have torn the longitudinal fibres of the leaves. 


The Oriya script has basic characters, some symbolic/ 
diacritical forms and some complex conjunct characters. It may be 
noted that the characters are composed of four parts-lower part, 
the upper curve (with or without loop and tail), the upright stroke in 
right side and the distinguishing mark. Some are unit-characters written 
in single run of line and others are united characters written with 
several strokes. The symbolic forms are just arbitrary signs or derived 
by truncation from the basic parts of the characters. These are added 
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to the full character whose sound occurs first in the sequence of 
phonemes in six positions- pre or post posed, sub or super or 
inter posed and posed on both sides. In the case of complex 
conjunct characters two characters assimilate with each other so 
as to produce a special form in which traces of both the characters 
may or may not be visible. 


Letter Symbol 


ଅ 


co 


୦ ୦ ୦ ୩ ଓ ୧ ୩ ୭୩ 9 ୨ ୮ DD ୫ DD SC ALD DOD DOD DDH 


। (କା) 

ˆ (କି) 

1 (କୀ) 
(କୁ) 
(କୁ) 

„ (କୁ) 
(କେ) 
+ ` (କୈ) 
+ (କୋ) 
ମୋ (କୌ) 


” (କଠ) 


(ଜ) 


BASIC LETTERS 
Phonetic Value Letter Symbol Phonetic Value 
A ଢ଼ dh 
a ଢ଼ rh 
i ଣ n 
i (long) ତ (କ୍‌) t! 
u (କତ) t? 
u(long) | ଅ (ସୁ) th 
ru ଦ d 
e ଧ dh 
Ai(dipthong) | ନ (କ୍‌) n 

° ପ 

Au(dipthong) ଫ ph 
k ବ b 
kh ଭ bh 
g ମ (କଲ) m 
gh ଯ J 
N ୟ 4 (କ୍ୟ) y 
c ର (ରକ) 
ch „ (କ୍ର) P 
j ଳ ଳନ (କ୍ । 
jh ଲ (କଠ 1 
n ବ „ (କ୍‌) Ww 
t ଶି Ss 
th ଷ S 
d ସ S 
r ହ h 
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CONJUNCT LETTERS 


ଙ୍କ nk ନ୍ଚ nth 
ଙ୍ଗ nkh ନ୍ଦ nd 
ଙ୍ଗ Ng ନ୍ଧ ndh 
ଘଘ Ngh ମି mp 
nc ମ mph 
to) nch ମ୍ଭ mb 
ଞ nj ମ୍ଭ mbh 
Y njh ଚ € 
ଣ୍ଢ nt ତ୍ତ tt 
ଣ୍ଡ nth ଦ bd 
ଣ୍ଡ nc ର dbh 
ଣ୍ଡ nd ଜ୍ଞ gn 
ନ୍ତ nt କ୍ଷ khy 
CONJUNCT LETTERS 

Anuswar ° (କଂ) N/M 

Visarga 8 (କଃ) h/? 

Chandrabindu “(କଁ) v 

Halanta (କ୍‌) (Consonant ending) 
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MORPHOLOGY 


The morphology of Oriya deals with two types of 
morphemes-free and bound, for formation of derivational words 
made made of free morphemes, it has derived words made of 
free + free, bound + bound, and free + bound morphemes. The 
bound morphemes are mainly derivative affixes which are 
suffixed, prefixed or infixed to the roots for construction of words 
of various form class. All these words are classified under three 
broad form classes-Nominals, Verbals and Functors. The 
nominals constitute nouns, pronouns and adjectives and these 
are inflected with the categories of number, gender and case. 
The verbals are mainly action words and are inflected with the 
categories of tense, mood, aspects etc. The function words are 
indeclineables. 


Nominal System : 


The categories of inflection for nouns are gender, number and case, 
and these occur with the root in that order. 


Gender : 

Oriya has no grammatical gender. The gender of a noun is 
determined by its natural sex. There are three ways of expressing 
the difference between masculine and feminine counterparts-(i) 
by using separate words for opposite sex; (ii) by prefixing 
descriptive terms of sex, and (iii) by suffixing derivative suffixes, 
such as-a, I, ni. 

Examples : 

Male Female 

bapa (father) ima 

baghA (tiger) mai-baghA 

dustA dusta 

kuja (hunch back) kuji 

mitA (friend) mitAni 
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tAnti (weaver) tAntiani 

cAsa (farmer) casuni 

pisacA (ghost) pisacini 

Number: 

Singular number is generally not marked. It is sometimes indicated 
with the suffix-e (<ekA — one) or-ta/ti/tie (determinative suffix). Dual 
number is indicated by using words meaning two, pairs, twins etc. 
Plurality is expressed by suffixing the plural marker-mane or in certain 
cases-e, and by using words denoting all, many, herds, groups etc. 


Example : 

Singular-pila/pilata (child) 
Plural-pila-e/pila-mane/pila-sAbu etc. 
Dual-pila-duhe/pila-jorikA etc. 

Case 


The following affixes and postpositions are added to indicate various 
cases in Oriya. 


Nominative — 

Accusative- -ku 

Dative -e (poetic) 

Instrumental- -re (with inanimate nouns) 
-dwara (with animate nouns) 
-e (poetic) 

Ablative - -u (poetic and with nouns ending in-r) 
-ru (with inanimate nouns) 


-tharu /thau (with animate nouns) 


Genitive- -rA (for singular number) 
-nkA (for plural number) 
Locative- -e (poetic and with nouns ending in-r) 
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-re (with inanimatc nouns) 
-thare/thai (with inanimate nouns) 


The affixes are added directly to the base words. But in the case of 
plural nouns they occur with some sort of oblique bases formed 
with-manA + nkA. These plural forms are on the other hand used in 
respect of honorific singular nouns. 


Examples : 

bhai-tharu (from the brother) Ordinary singular 

bhai-nkA-tharu (from the brother) — Honorific singular 
(from brothers) — Ordinary plural 

Bhai-manAnkA-tharu (from the brothers) — Plural 

Pronoun 


Oriya Pronouns belong to two classes — Personal and Non-Personal. 
These are further classified under the following categories. 


Personal Singular Plural 
First mu ame 
Second tu (familiar) tume 
tume (polite) 
apAnA (honorific) 

Third e (Proximate) 
se (obviative) 
ke/kie (Interrogative, Indefinite) 
je/jie (Relative) 

Non-personal eha (Proximate demonstrative) 
taha (Remote demonstrative) 
kou (Interrogative) 
jou (Relative) 


Odia : Linguiste Landscape & Literary Efflorscence 21 


Digitized by srujanika@gmail.com 


The inflection of pronouns has the following characteristics — 
(0) There is no gender difference. 


(11) Except 1* and 2" person which have separate plural forms all 
other pronouns become plural forms with the addition of the plural 
marker — mane. 


(111) Pronouns take the same case affixes as nouns. However, in the 
case of pronouns the case affixes are added to oblique forms derived 
from the genitive case form, and the 1* and 2" person pronouns 
have a special Accusative case affix-te. 


Sample paradigm : 
First Person 

Singular Plural 
Nom. Mu ame (mane) 
Acc mo-te amA (manA)-ku 
Instr mo-dwara amA (manAnkA -dwara 
Abl. mo-tharu -tharu 
Gen. mo-(rA) -rA 
Loc. mo-thare -thare 


Oblique forms of other pronouns : 

Tu-to, tAme-tAmA, se-ta, ke-kaha, je-jaha. Non-personal 
pronouns take the specifier-ta and also produce adjectival and 
adverbial derivatives of the following types. 


e se ke je 
Quantity (-te) etc sete kete jete 
Size (-re) ere ser,e ker,e jere 
Manner (-miti) emit semiti kemiti jemiti 
Direction (-ne) ene tene fken,e jene 
Place (-thi) eth sethi Kkoouthi jouthi 
Time (-be) ebe tebe kebe jebe 
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Adjectives. 
There are two types of adjectives — descriptive and determinative. 


Descriptive adjectives are used both attributively (se bhAlA pila — 
He is a good boy and predicatively (pilati bhAIA — (The boy is 
good). Such adjectives are mostly derivative forms obtained from 
nominal and verbal stems with various adjectival suffixes. It is 
desirable in the case of these adjectives to maintain gender concord 
with the noun they qualify (sundArA balAkA/sundari balika-beautiful 
boy/girl). Nouns, participles, Adverbs are also used as Adjective 
Equivalents (Luha IAngAlA-iron plough, pacila Amba — ripened 
mango, pAchA k Atha — past event etc.) 

Determinatives are obtained from Pronominals (morA-my), 
Pronominal derivatives (etc-this much, Quantitatives — Collectives 
(sAbu-all), Fractionals (adhe-half) and Numerals (ordinals: pAhila, 
dosAra etc., Cardinals: ekA, cui, tini etc.) 

Verbal System 

‘The Oriya verbal system is at once simple and complete’. (Grierson, 
L.S.L., vol. V, Part II). It has two types of verb forms Non-finite 
and Finite. The non-finite forms are obtained with the addition of 
aspectual affixes to the verb root and are used for construction of 
compound verb phrases and sentences. 


Non-finite verb forms: 


a) —1 (perfective) kha-i -having eaten 
b) —U (continuative) kha-u -wlhile eating 
0) -unu (preemptive) Kkha-unu -before eaten 
d) —i,le (conditional) kha-ile -if eaten 
e) —a (verbal noun 
derivative) khia -act of eating 
f) iba (infinitive) khaiba -eating 
g) —ante (causal) “  khanate -because of eating 
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Finite verb forms : 

The canon of structure 1s as follows — 

Stem + (Aspect Auxilliary) + (Tense/Mood) + Person-Number. Thus, 
finite verbs can have upto seven elements and there can be fifteen 
forms for each person and number. 

| Stems may be primary roots or derivatives. The basic forms 
sometimes get extended or undergo morphophonemic change while 
taking inflectional affixes. 

Examples: kha (eat>khai-li (I ate)/khuai-li (I fed)/whereas, pArh 
read>pArhili I read/pArhaili (I taught) 

2. Aspects are of two types — perfective and imperfective, 
and are marked by —i- and —u- respectively. 

Example: kha-i-chi (I have eaten)/kha-u-chi (I am eating). 

3; Auxiliary verbs are used for constructing periphrastic forms 
to denote different tenses and moods. The following two auxiliaries 
participate in conjugation of verbs. 

Ach-(to be) used in present tense constructions. 

Example: khau-chi (I am eating)/khai-clu (I have eaten) 

tha-(to remain) used in other than present tense constructions. 
Example: khau-thi-li (1 was eating)/khai-tha-e (He usually eats) 

4. Tenses-present, past and future are indicated with the 
following markers. 

Present- 

Past-l 

Future-b 

Examples: kha —e (He eats)/khai-l-a (He ate)/khai-b-a (He will eat) 
I. Moods other than contingent and Imperative are not overtly 
marked. These two moods are marked as follows. 

Contingent-nt 


Imperative- Example: khaa-nt-i-(I would eat/kha- (you eat)/kha-u 
(Let him eat). 
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6. Person an Number are jointly marked with the following 
termmations. 
First Singular e customary kha e (Ieat) 
i elsewhere khaili i (Tate) 
Plural u exclusive khaib u (we will eat) 
inclusive khaib a (we will eat) 
Second Singular imperative kha (you eat) 


a 
0 

u elsewhere kha-u (youeat) 
a 

e 


Plural polite khaib-A (you will eat) 
Third Singular customary kha-e (He eats) 

& u imperative kha-u (Let him eat) 
Second a past, contigent khail-a (He ate) 
Honorific 

A fiture khaib-A (He will eat) 
1 present khauch-i (He is eating) 
Plural e past, future, 


Contigent khail-e (They ate) 
Anti customary, 
Present khant-i (They eat) 
Antu imperative Khant-u (Let them eat) 
On the basis of occurrence of the above elements the following 
fifteen types of verb forms are constructed. Further, these can have 
variant forms for different persons and numbers. 
(a) Radical simple forms (Stem + Person-Number): 
1. Customary : Kha-e He eats 
2. Imperative : Kha-u Let him eat 
(b) Non-Aspective simple forms Stem + Tense/Mood + Person- 
Number) 
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3. Simple Past : Kha-il a He ate 


4. Future : Kha ib-A He will eat 
SI Cintigent : Kha ant-a He would eat 
(c) Aspective Periphrastic form 


(i) (Stem + Aspect + Auxiliary + Tense/Mood + Person + Number) 


6. Imperfect Past : Kha-u-th-il-a He was eating 


7 Future: Kha-u-th-ib-A He will be eating 

8. ,„ Contingent : Kha-u-th-nt-a He will have eaten 

9. Perfect Past: Kha-i-thil-a He had eaten 

10. Future: Kha-i-th-ib-A He will have eaten 

Hl. Contingent : Kha-i-th-ant-a He eould have eaten 


(11) Stem + Aspect + Auxiliary + Person-Number 
12. Imperfect Present: kha-u-ch-i He is eating 


13. Imperfect Customary: kha-u-tha-e He used to be eating 
14. Perfect Present: kha-i-ch-i He has eaten 
15. Perfect Customary: kha-i-tha-e He used to have eaten 


Negative and Causative forms are obtained with the addition of 
the following morphemes. 


Negative Prefix/infix nA (nA kha-Don’t eat /khau-nA-thila- He was 
not eating) 


Suffix-na/nahi (khae na He does not eat) 
Verb-nahi (khau-nahi-He is not eating) 
Causative affix —a (kAre>kArae “to do’) 


Oriya has a unique completive affix in which is affixed finally to the 
finite verbs of past, future and contingent tenses. Example: 
khaila>khailani (ate / khaibA>khaibAni (must have eaten). 


SYNTAX 


Oriya sentences are of three types-(i) Equational type having 
in predicate slot adjectival words in place of finite verb (ii) Stative / 
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Neutral type having past participa! forms as terminal element, and 
(i1i) Regular type having conjugated finite verbs. Examples: pilati 
calakhA (The boy is intelligent), lokAti supAricitA (The man is well 
known, se bhatA khauchi (He is eating rice). 


Structurally, a sentence may be simple, compound or 
complex. Compound sentences are structured by combining two or 
more simple sentences with or without connectives such as, ebam, 
O, au, puni ctc. Complex sentences are made of one main clause 
and one or more subordinate clauses which are joined to it by 
parataxis, i.e., with the help of some special subordinating elements. 
The main clause is marked with the final intonation cantour and occurs 
at the final position, whereas the subordinate clauses preceed it in 
sequential order. 


The subject slot is filled by nominals or equivalent phrases. 
The noun phrases occurring as subject are endocentric constructions 
having noun words as the head or equivalent phrases. 

The normal order of construction is subject-object-verb. 
But stylistically this order is changed to emphasise the speaker’s 
point of view or focus on the item mentioned first in the order. 
Example: (kie ambA khaila>ambA kie khaila/kie khaila ambA /khaila 
kie amb A who ate mango). 


A greement in gender between adjective and noun is desirable and 
innumber between subject and finite verb is obligatory. 


VOCABULARY: 

The largest of Oriya lexicons the ‘Purnachandra Odia 
Bhasakosa’ (7 volumes; 1931-1940) contains about 184000 words. 
The main source of Oriya words is Sanskrit. The words of Sanskritic 
origin are of three types-“tatsama, ardha tatsama, tadbhaba’, which 
means pure Sanskrit words, semi-pure words, derived words. All 
other words fall into two categories-‘ desi’ (indigenous) and ‘bides1’ 
(borrowed from foreign languages). Most of the so called desi words 
are actually words of Dravidian and Munda origin absorbed inOnya 
from early period. Oriya has absorbed maximum number of Dravidian 
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words than any of the cognate Indo-Aryan languages. The other 
category of non-Sanskritic words are borrowed items from Arabic, 
Persian, Portuguese, Dutch, English etc. Such words are identified in 
four types of forms-form and meaning maintained intact, form modified, 
meaning modified and form and meaning both modified. The difference 
between the literary and colloquial style is mainly observed in the use 
of uncorrupt forms of Sanskrit or foreign words. 

DIALECTS: 

Oriya has four geographically discernible dialectal variations, 
such as, coastal, western, southern and northern dialects. These 
dialects have affinities with the bordering languages; such as, with 
Bengali in north, with Telugu in south and with Chhatisgarhi (Eastern 
Hindi) in west. Besides these regional varieties there are caste- 
community-tribe associated dialects, such as, Aghria, Bagata, 
Bathud;i, Bhuyan, Bhatri, Blulia, Desia, Halbi, Jharia, Kurmi, Laria, 
Matia and Sadri. The tribal Oriya dialects are characteristically 
simple, autochthonous and archaic in form and have close affinities 
with Munda and Dravidian languages of the tribes. These dialects 
function as lingua franca at inter-community levels. Most of these 
dialects deserve special attention for historical and socio-linguistic 
study of Oriya and other contiguous languages. 
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Study of the History of Oriya Language 
Early History : 1800-1870 


Study of the history of oriya language began in the 19th 
century in the wake of the controversy regarding the official lan- 
guage of the province of Bengal. In 1801, H.T. Colebrooke stated 
in 1799 in the "Asiatic Researches" vol. VII in his paper ‘On the 
Sanskrit words and Arbo-persian words’, in1811, Walter Hamilton 
(Hindusthan,vol.I, Introduction-xxiii) classified Oriya as one of the 
five Gaudian languages alongwith Saraswta, Kanauje, Gaudi and 
Maitheli, In 1816, W. Carey, Marshman mentioned Oriya as dis- 
tinct from Bengali in their comparative study of vocabularies of 33 
Indian Languages. 

The British occupied Orissa in 1803, missionaries Brampton 
and peggs appeared on the scene in 1822 and Amos Sutton wrote 

‘Introductory Grammar of the Oriya Language’ in 1831. In this 
book Sutton casually compares Oriya with Bengali and remarks - 
“the structure of the five languages and a great proportion of the 
words employed are the same, though difference in pronunciation 
iS as great as that between English and French.” Nobody then 
bothered about the status of Oriya and its relation with Bengali. But 
the situation took a sharp turn when in 1837 Government of Bengal 
decided to use regional languages in administration and educational 
institutions. At that time Fort William College was not imparting in- 
struction in Oriya. Hence the British officers serving in Orissa learnt 
either Hindi or Bengali. Besides that almost all the persons in ad- 
ministration and teachers in the schools were Bengalis. In this cir- 
cumstance Government's language policy created a lot of hue and 
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cry and as a result of that the question of deteremining the status of 
Oriya as an independent language and its relation with Bengali was 
much debated. By 1867 there were clearly two warring fronts try- 
ing to grab the history of the Oriya language with all sorts of fantas- 
tic linguistic theories. This controversy reached its climax with the 
publication of the first historical work on the Oriya language, Kanti 
Chandra Bhattacharya’s monograph “Oriya is not an Independent 
Language” published in 1872. Coincidentally Beames was at that 
time posted in Orissa as Collector of Balasore. He was then work- 
ing on his Comparative Granmar and was well equipped with the 
necessaey philological knowledge to give a deciding judgement on 
this issue. He affirmed an independent status for Oriya and traced 
its origin in the following words “At a period when Oriya was al- 
ready a fixed and settled language Bengali did not exist" (p.119) the 
Oriya race did not enter Orissa from the north through Bengal, but 
form the west, across the mountains which separate it form the south 
limits of Bihar’ (p. 199). Beames stressed on grammar, instead of 
vocabulary, and drew hus data form old Oriya texts instead of school 
text books produced by missionaries . 

The controversy ended in 1870. Oriya was retained in Orissa and 
the early researches in the history produced nothing more than 
establsihing Oriya as an independent language. 


Later Developments: 1870-1930 


In the beginning of the next phase, history of language was 
more or less linked with the history of the land and the people. W. W. 
Humter (Orissa,2 vols.1872), P.M. Acharya ( Orissar Itihas, 1879 
R. L. Banerji ( papers in J.A..S.B & J.A. from 1880 onwards) M.M. 
Chakravarty (papers in J.A.S.B and J.B.O.R.S. between 1892- 
1917) contributed immensely to this new trend and ascribed a lin- 
guistic heritage to the Oriya speaking people. Particularly M.M. 
Chakravarty in lus paper “Notes on the Language and Literature of 
Orissa (J.A.S.B. 1897-1898) did a commendable work in the treat- 
ment of Oriya as a descendant of the Magadhi Prakrit subsequently 
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influenced by the Dravidian and Munda languages. About the antiq- 
uity of the language, he wrote, “The common opinion that the modern 
vernaculars have been brought into existence by the 9th or 10th cen- 
tury does not appear to be correct, at least with regard to Oriya, and 
the 5th or the 6th century would be nearer the truth....... Though based 
on Magadhi it has been more or less modified by (1) Post-vedic 
Samskit (2) Aboriginal speeches (3) Telugu (4) Urdu and (5) English." 
History of the Oriya Language was next treated by Grierson 
in his Linguistic Survey of India. He enumerates Oriya under the 
Eastern Group alongwith Bengali, Assamese and Bihari languages 
and observes that “Oriya is inan older stage of gramatical devlopment 
than even classical Sanskit and among Into -Aryan languages can 
be compared with the ancient Sanskrit spoken in vedic times.” He 
treaced history of Modern Oriya only from the 14th century on- 
wards and in the skeleton grammar mentioned all sorts of outmoded 
forms for the sake of a full treatment on the on model of Lation 
grammer. Since Grierson's Survey was mechanically operated from 
the data collection level, it gives a stereotyped view at the end 
However, L.S.I. provided a larger and fuller perspective to a stu- 
dent of the history of the language. Recognition of Bhatri by him as 
a genuine Oriya dialect opened a new harizon for historical studies. 
In 1919 Oriya found a place in the newly established department of 
Indian Vernaculars of Calcutta University and the study of the Oriya 
language and literature was elevated to an academic level. B.C. 
Majumdar as the lecturer in-charge of the Oriya section edited ‘Typi- 
cal selections from Oriya Literature in three volumes in 1921. in 
the Introduction to these volumes and in his “ History of Bengali 
language” (1927) he made some observations about the origin and 
development of the Oriya language. In lecture XIII of the History 
of Bengali language he says’ ‘we see the main stream of Oriya 
laguage flowed into Orissa, through Bengal ...... 10th century A.D 
as the approximate time when Oriya was fully differentiated as a 
provincial vernacular.” Besides tracing a good deal of Dravidian 
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clements in oriya, he also points out some oriya forms to be a kin to 
modern Marathi. 


Dr. S.K. Chatterji’s magnum opus “Origin and 
Development of the Bengali Language” appeared in 1926. His 
work deal with the history of almost all the Indo-Aryan languages in 
general and of the Eastern Group in particular. His views about Oriya 
can be summarised as follows:- (1) In Bengal aryanization 
inaugurated by the Mauryas in 4th A.D. and vigorously carried on 
under the Guptas, seem to be completed by 7th century A.D. The 
Odra people, the ancestors of present day Oriya, were not aryanised 
upto 7th A.D. West Bengal was the Centre from which aryanism 
spread into Orissa (2) Magadhan speeches are divisible into three 
sub-groups (a) Eastern with Bengali, Assamese, Oriya (b) Central 
with Magadhi, Maithili (c) Western with Bhojpuriya, Nagpuriya. 
Eastern Magadlh:i is again divisible into four branches - (a) vanga- 
East Bengal (b) Kamrup-North Bengal and Assam (c) Varendra- 
North Middle Bengal (d) Rarha- West Bengal and Orissa. West 
Bengali and Oriya seem to have developed from one form of 
Apabhramsa as current in south-west Bengal in the 7th century A.D. 
(3) Eastern Magadlhi split into (a)Bengali-Assamese and (b) Oriya. 
Bengali with its characteristics was established by the 11th A.D. 
Differentiation from Oriya might have been in progress during that 
time (4) Old Bengali (Caryapada) can be represented as Middle- 
Oriya of a later period (5) The inscriptions prove that Oriya was to 
all intents and purposes the same language as in the first half of the 
15th century A.D. In its phonetics and forms Oriya is most 
conservative of Magadhan and Bengali most advanced. 


During the first three decades of the present century a band 
of Oriya scholars also did some good work in the field of the Oriya 
language. Among them mention must be made of (1) Pandit Gopinath 
Nanda, who compiled an etymological dictionary of 35000 words 
culled form literary and colloquial speech and wrote a treatise on 
Oriya philogy proving its affinity with Prakrit only, instead of Bengali 
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or Telugu, (2) Shyam Sundar Rajguru, who wrote a number of papers 
on Oriya grammar showing its source to be Prakrit rather than any 
Modern Indian Languages (3) Pandit Mrutunjay Rath, who also 
wrote some papers on typical forms and features of colloquial Oriya 
and compiled an etymological dictionary (4) Pandit Nilakanth Das, 
who planned on Oriya grammar with a view to bringing out the 
genius of the language without encumbering it with either Sanakrit 
or English categories, (5) Gopal Chandra Praharaj, who started 
compilition of his monumental dictionary in 7 volumes with estimated 
entries of 200000 words, (6) Jagabandhu Singh, who wrote a book 
entitled *Prachin Utkal’ comprehending also the Oriya language 
and literature, (7) Arta Ballabh Mohanty, who started editing old 
Oriya texts with authentic reading. 

In 1927, Pandit Bimayak Mishra, Assistant Lecturer in oriya, 
Calcutta University, published his “ Odia Bhasar Itihas”. Although 
his work is based on philological-etymological tradition, it contains 
a lot of speculative reconstructions and is weighted in favour of 
Dravidian influence on Oriya; its chief merits are that besides being 
the first history of the language, it represent the first attempt to prove 
that by the 7th century A.D. Orissa was aryanised by the 7th cen- 
tury A.D. and that the Oriya language was fully established before 
the 12th century as it is evident from the inscriptions, and the lan- 
guage of the “Baudha Gan O Doha” and that it was the daughter of 
Odra Prakrit. 

Recent trends : 1930 onwards 

Pt. Binayak Mishra’s suggestions and hesitations provoked many 
to be firmly concerned with the following problems of the history of 
the oriya language after 1930. 

1. Date of Aryanisation of Orissa 

2. Language of the Carya songs 

3. Epigraphical evidences of the evolution of the Oriya language 
and script. 
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4. Time of differentiation of Oriya from Bengali-Assamese 
5. Aryanisation of Orissa through Kosal tract 

1. Dr. K.B. Tripathi (Aryanisation of Orissa and Ori- 
gin of Oriya language- Ravenshavian, 1933), Dr. D. P. 
Pattanayak (Early Aryans of Orissa- Orissa Historical Research 
Society Journal, 1958) argued with evidence from history and 
epigraphical records to prove that aryanisation of Orissa “began 
from before the Christian era and that an Indo-Aryan dialect thus 
introduced had become a provincial dialect about the 7th century 
which in its turn assumed distinctive shape as the Oriya language 
about the 10th or 11th century A.D. Historians like R.D. Banerji 
also remarked “From the end of the 4th century the Oriya lan- 
guage predominated in land-grants of Orissa” ( History of Orissa, 
Vol.I p.282),. Discoveries of Dharmaraj’s Sumandal Grant (circa 
569) and Madhab Varma’s Nibina Grant (circa 619) provided 
strong ground to these scholars. 

2. Dr. Karunakar Kar wrote his D. Litt. thesis in 1949 to 
prove that the language of the Carya songs is old Oriya. He ad- 
vances a three-fold argument on philological, historical and religious 
basis. He was followed by Dr. Kh. Mahapatra (Carya Gitika, 
1965) who also discussed close affinities between Oriya language 
of Carya, and held the view that it represented a later stage of the 
Eastern Magadhan Apabhramsa. 

3. In 1952, Dr. K.B. Tripathi (London University Ph.D. 
Thesis) presents a history of the evolution of the Oriya language and 
script purely based on epigraphical records from 1051 to 1568 
A.D. Although he follows the old philological tradition of O.1.A - 
M.1.A. derivation process, his work is unique in the field of N.L.A. 
epigraphy. He proves beyond doubt that by the 11th century A.D. 
Oriya was established as an independent language and in 1051 A.D. 
King Vajrahastadev issued his charter at Urajam ( Dt. Chikakole, 
Andhra Pradesh) in Oriva. Other eminent scholars in this field are 
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D.C. Sircar, Binayak Mishra, Satya Narayan Rajguru, Kedarnath 
Mahapatra. P. Acharya, K.C. Panigrahi, N.K.Sahu, S.C. De and 
H.K. Mahatab. 


4. Since the publication of Dr. Chatterji’s O.D.B.L. no 
scholar did any commendable comparative work in the field if East- 
em Magadhan languages Dr. D.P. Pattanayak appeared in the scene 
in 1962 with his Cornell University dissertation entitled “ Controlled 
Historical Reconstruction of Oriya, Assamese, Bengali and 
Hind?” Applying the morden methods of historical reconstruction in 
comparative linguistics he proves that the split between Oriya and 
Bengali-Assamese took place much earlier than the 11th century 
A.D. as suggested by Dr. S.K. Chatterji. Ina way he substantiated 
Beames’ proposition after almost a century from a different angle. 


5. Although Beames, M. M. Chakravarti, B.C. Majumdar 
and K.B. Tripathi earlier suggested two-way entry of Aryans into 
Orissa, I have proved it in my dissertation (Visva-Bharati, 1970, 
Jhqti, Published by, Govt of Orissa) on the study of Desia, an Oriya 
dialect spoken in the Madhya Pradesh-Orissa border. I have iden- 
tified this dialect as a form of old Oriya directly descended from 
Odri Apabhramsh of Markandaya (Prakrit Sarvaswa, 15:9) and 
established a genetic relationship between Oriya and Ardha Magadhi 
Prakrit and Kosali Apabhramsa. I have made use of dialectology in 
the study of the history of Oriya language. 

During the last two decades some scholars have worked to 
determine the position of Oriya among the N.].A. languages and 
particularly in the Bengali-Assamese-Oriya triangle, extent of 
Dravidian, Munda, Perso-Arabic and English influence, and dis- 
tinctive characteristics of the Oriya language. Among them the most 
prominent are G.B. Dhal (Aspiration in Oriya, London, 1952) B.P. 
Mahapatra ( The verb-piece in Oriya, London, 1961) Prof. B. 
Mohanty (Odia bhasatawar bhumika, 1969), S. Hota (about 20 
research papers) A.K. Kelkar (Phonemic and morphemic count 
in Oriya, Poona, 1966) A.M. Ghatage (Historical linguistics and 
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Indo-Aryan languages, Bombay, 1963) John Boulton (London 
University, since 1959) Dan Matson (Wisconsin University, since 
1964) Boris Kapushkin ( Yasin Oriya, Moskow, 1964) R.L. Murner 
also open a new horizon by pointing out in his Comparative Dic- 
tionary of Aryan language’ (1966)that Oriya is surprisingly nearer 
to Simhalese. A recent addition in the field is Dr. P.C.Majumdar’s 
“A historical phonology of oriya” ( Sanskit college, Calcutta, 
1970). He attempts here to make a historical study of Oriya cover- 
ing about 1000 years in comparison with the Eastern languages and 
postulate the Neo-Magadhan features at large. He tries to present a 
comparative phonology on geo-historical basis by positing Oriya in 
the background of its sister languages and also old Marathi. He 
raises a pertinent question why the so called old Bengali texts of 10- 
12th centry A.D. with all the common features of the eastern lan- 
guages and the archaisms of Avahatta should not be taken as some 
kind of literary form of the spoken Neo-Nagadhan language” and 
has come to the conclusion that “the language of the caryas repre- 
sents the characteristics of Neo-Magadhan of which Oriya is a con- 
servative and faithful descendant.” 

Recapitulation 

To sum up : Early writings on the history of the Oriya lan- 

guage was emotionally surcharged and politically motivated by the 
‘nationality? consciousness of the pseudo-philologists. They were 
based ona limited vocabulary and missionary prepared text-books. 
the works of Beames, Hoernle and Grierson set up the tradition of 
classifying languages according to their grammars and not accord- 
ing to vocabulary alone, and to consider independent status of a 
language or dialect on the basis of grammatical structure of the 
speeches rather than...... the intercommunicability between the speak- 
ers of the compared speeches. They attach more importance to the 
historical development on the basis of epigraphical records and old 
texts. But the main defect of their method was too much reliance on 
the OIA MIA NIA derivational process and to identify each item in 
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terms of Sanskritic inheritance. This trend became so strong in sub- 
sequent period that scholars displayed their talent in coining all sorts 
of hypothetical Sanskrit bases for NIA cognates. Prof. Gordon H. 
Fairbanks has very rightly commented on this tendency in the fol- 
lowing words-“ Classification of words into Tatsama etc. has been 
a bane to Indo-Aryan studies since they confuse the more useful 
historical classification between borrowed and inherited items” (1969, 
CTL, Vol.V) Did not Bhudeb Mukherji mean exactly this when he 
commented in 1872 during Bengali-Oriya official language contro- 
versy that the notion of Apabhramsa is the root cause of all prob- 
lems? Works of the philologists like Gopinath Nanda and Binayak 
Mishra greatly suffer from this sort of defects. 


Another dominant tendency in the field was laying more 
importance on the external history (history of the speakers of 
the language which has some bearing on the history of the lan- 
guage itself) than on the internal history (which concerns what 
happens to the design of the language as time passes). The inter- 
nal history of a language needs to be studied by describing its 
structure at different points of time and then by comparing these 
results to arrive at a historical process of evolution. This can be 
further supplemented by linguistic typology or a comparative study 
of the descriptive grammers of a group of related language. At- 
tempts made by Dr. K.K. Kar, Dr. K.B. Tripathi, Dr. Dhaneswar 
Mahapetra to describe the Oriya language at a given period of 
histoy were much confused due to their preoccupation with deri- 
vational-etymological process. 

However, the most recent trends have been towards a more 
scientific and methodologically perfect study of the history of the 
language. Dr. D.P. Pattanayak’s historical reconstruction, B.P. 
Mahapatra’s description, G. B.Dhal’s phonetic studies G.N. Dash's 
morphology of Oriya and Dr. K. Mahapatra’s studies on dialects 
have given a new shape to the traditional history of the Oriya lan- 
guage. Oriya is no more viewed as a daughter or a sister of another 
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language and conservative or progressive in nature. but as a living 
speech which has its base in the Eastern branch of the Indo-Aryan 
languages and has passed through timely influence of Munda, 
Dravidian, Perso-Arabic and English language. It is an Indo-aryan 
language having been modifield in the early stage by Dravidian influ- 
ence and in recent period by English. It’s history needs to be rewrit- 
ten taking accounts of its dialect distribution and period evolution 
without any biased value judgement or politically coloured attitude. 
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Evolutionary Development of Oriya Vocabulary 


Oriya Lexicography 

The basic raw material of any language is its vocabulary. 
The Dictionary is the repertory of words of a language systematically 
listed for the purpose of providing correct spelling and meaning of 
the words. However, apart from this common concept of a dictionary, 
there are different objectives. 

The Oriya language has a long tradition of lexicography 
since the first dictionary was compiled by Mohan Thakur in 1811. 
There are, to date, about 40 numbers of dictionaries. one monumental 
work is "Purnachandra Odia Bhashakosha," compiled by Gopal 
Chandra Praharaj in seven volumes (1931-1940) containing nearly 
2 lakhs lexemed. The other two notable works are 'Sabdatawabodh 
Abhidhan" by Gopinath Nanda (1916) which has entries of about 
35,000 words and the "Pramoda Abhidhan," (1942, 2 volumes) 
containing total entries of 1,50,000 words. These three lexical works 
in Oriya may be categorised as of etymological type. 

The main source of Oriya words is Sanskrit. The words of 
Sanskritic origin are of three types- Tatsama, ardhatatsama, 
Tadbhava, which means pure Sanskrit words, semi-pure words and 
derived words. All other words fall into two categories, desi 
(indigenous) and bidesi (borrowed from foreign language). 

Most of the so called desi words are actually words of 
Dravidian and Munda origin absorbed in Oriya from early period. 
Oriya has absorbed maximum number of Dravidian words than any 
of the cognate Indo-Aryan languages. The other category of non 
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Sanskritic words are borrowed items from Arabic, Persian, 
Portuguese, Dutch, English, etc. Such words are identified in four 
types of forms-form and meaning maintained intact, form modified, 
meaning modified, and form and meaning both modified. The 
difference between the literary and colloquial wtyle is mainly 
observed in the use of uncorrupt forms of Sanskrit or foreign words. 


objectives of a Heritage Dictionary 


A rapid survey of lexicography in Oriya indicates that there 
is the need of a lexicon to ascretain the evolutionary developement 
of Oriya Vocabulary on the basis of written literary evidences on a 
diachronic scale. The temporal extent of literary Oriya may be 
stretched down to the 10th century A.D. The earliest specimens of 
written compositions are found in the "Charya" songs of the Buddhist 
Sahjiya saints and epigraphical records. Gradually, in the course of 
the next two to three centuries, the language progressed towards its 
distinctive formation and literary activities expanded. This period 
may be called the proto-Oriya phase. Then after emerged Sarala 
Das in the mid 1 5th century with his stupendous Mahabharat, which 
formed the foundation on which rises up the great edifice of the 
Oriya literature. He was followed successively by the saint-poets- 
of the Panchasakhas, poets of the ornate Reeti school and finally, 
the modern writers of the British period. The gradual.evolution of 
Oriya language is the history of two thousand years of progress. 
The evolved modern Oriya language is not a single undiluted flow of 
a speech sprung form the old Indo Aryan languages only, but different 
streams of speech from different sources merged into it. The 
literatures of different periods clearly mark the periodic changes in 
the language. 

A type of Heritage Dictionary is needed to determine the 
evolutionary developlent and historico cultural perspective of the 
Oriya Vocabulary. Such a laxicon is being compiled under the 
following process. 
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Plan of Action 
At the outset, the words are to be called from representative 
major literary texts and thereafter listed with etymological, 
grammatical and historico-cultural notes on both form and 
meaning. 
Analyse contrastive development of the lexical items recurring 
in the different periods of literature in the primary as well as 
derived forms. 
Trace the sources of borrowing and the process of assimilation/ 
naturalisation and paralled/ analogogous formations. 
Encompass the nature and extent of literary diglossia and 
assess the stylistic resources of the language. 
Organise the contents of the dictionary in three parts dealing 
with the words of three periods : ancient (10th to 15th century 
AD), medieval (16th to 18th century AD) and modern (19th 
to mid 20th century AD). 
The dictionary is being named (in Oriya)- "Kramabikasita 
Odia Sabda Sambhara" (Evolutionary Development of Oriya 
Vocabulary). 
[sponsored by : Satya Chetana Educational Trust, University 
of Spiritual Research, Napa, Crlifornia, USA]. vol.1, 2010 
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Oriya : A source of the Tibetan script- 'Wartu' 


Many of the Tibetologists who believe in the ‘alphabetic 
mission’ of Thon-mi-Sambhota to India, hold the view that he came 
to Kashmir in search of a model to characterize Tibetan language 
with a writing system. Kashmir was no doubt a great Buddhist centre, 
but there is little evidence, either historical or paleographical, with 
regard to the framing of Tibetan alphabets by Sambhota in the model 
of Kasmiri script. Although Dr. Snellgrove defends this view with 
the explanation that "Unfortunately the complete destruction by the 
Moslems of the Buddhists civilization of Kashmir has removed all 
evidence which might finally have confirmed the Kasmiri origin of 
Tibetan writing" (Buddhist Himalaya, p. 141), the Tibetan characters 
do not seem to have any formal relation with a script of the Kasmir 
region. Hence, Kasmiri origin of Tibetan alphabets seems to be as 
doubtful as the alphabet mission of Sambhota. 

However, leaving aside the question of detenmining the Indian 
origin of Tibetan alphabets, It is to be admitted that at least two 
Indian scripts, viz, 'Wartu' and ‘Lan-tsha' or '‘Ranja' were introduced 
into Tibet from a very early period. Mr. S.C Das. Who held the 
view that "Sambhota framed the system of Tibetan characters, viz, 
U-chan or "letters provided with heads’ (matras) adapted from the 
Devanagari, and u-me or 'headless' from the Wartu" (J.A.S.B., vol. 
L, p.219) suggested that Lan-tsha, a style of writing in use among 
the Nepalese Buddhists, is a form of ornamental Devanagari and 
"Wartu is probably the language of the people of Kafiristan or Bactria" 
(J.A.S.B., Vol. LI, p-2). After him the problem of identifying Lan- 
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tsha as a form of Devanagari has never been difficult, but as regards 
Wartu his suggestion has been highly confusing. This has created a 
problem almost similar to the problem of identifying Uddiyana with 
Swal Valley rather than with Orissa. 

The Tibetan term 'Wartu' might have two alternative bases- 
firstly, it might have been from a place-name, and as such we may 
suggest 'Wu-tu' 'Wu-ta', the Chinese name of Orissa, and Secondly, 
it might have been from a characteristic name like 'Vartula’ (round- 
shaped). In support of this explanation there are both historical and 
paleographical evidences. 


Historically, Tibet had close cultural link with orissa from as 
early as the 7th century A.D. Orissa was then famous in the Buddhist 
world as Uddiyana Pitha, the cradle of Tantric Buddhism. There were a 
good number of monastic institutions all around the country and the one 
at Ratnagiri developed by the 8th century A.D.into a great University, 
where the famous scholar Prajna studied Yoga and went to the court of 
the Chiness emperor Te-tseng in 795 A.D. as a cultural emissary of the 
king of Wu-cha (Orissa) with an autographed manuscript of 'Gandavyuha' 
as atoken of homage. Another such famous centre was Jagaddala Vihara 
which, according to Pag Sam Jon Zang, provided an asylum to the 
Buddhist when their monastic strongholds in Bihar abd Bengal were 
sacked and destroyed by the Muhammedans. Sakya Sribhadra, the 
abbot of Otantapuri took temporary shelter here before he fled to Tibet. 
It was also in this monastery scholars (Lotsavas) from Tibet flocked in 
large number with the view to rendering the Sanskrit texts into Tibetan. 
Dr.N.K. Sahu inhis book on Buddhism in Orissa’ (Bhubaneswar, 1958) 
has given abundant evidence of such cultural contacts between Tibet 
and India. Considering his accounts of Tibet's cultural indebtness to 
Orissa, it seems quite probable that the writing system of Orissa had 
come to the rescue of the Tibetan scholars at a particular point of time 
‘vhen they had not a very developed script and that Orissan script was 

i!led by them as Wartu, either for its round characters or for belonging 
to Wu-tu region. 
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Paleographically, Wartu and Oriya scripts show remarkable 
affinitis with each other, so much so that some of the Wartu letters 
have no difference at all from the corresponding Oriya letters. Before 
coming toa comparative discussion, it is to be noted that the description 
of Wartu as given here is based on a small manuscript preserved in 
the Department of Indo-Tibetan Studies, Visva Bharati University, 
India. This manuscript contains a detail description of Lan-tsha and 
Wartu with notes in Mangolian and Tibetan. The colophon reads as : 


'The best scripts of Bramha, along with Tibetan and Hor 
Mangolian scripts are given here without being mixed up; with due 
precision and less decoration. This has been done by the specific 
direction of Thobchen-Wang, the 16th child of the Sheng-tsu family, 
the greatest of all noble souls. For the convenience of propagation 
of religion, the Wartu script is reproduced here in the same manner 
as it was corrected by Ngug-dwang-blo-bzand rgyal-p'si-ngya 
Mtso, the incarnation of God.' 


The description of Wartu is given in the following manner- 

1. 16 vowels of Wartu- a, a, i, 1, U,u,r,£, 1,1 ,e,ai,0,au,am,ah. 

2. 34 consonants- k.kh, g, ‘gh, j/c,ch, J, jh, n/t.th, d, dh, n/t, th, 
d,dh,p/p, ph,b,bh,m/y, r, 1, w/s, s,s, h/ks. 


3. Examples of vowels occuring in combination with consonants- 
k kk k 
4. Four underposed consonants- m, 1, r, u, 
k , kh, g, gh,n 
5. Examples of doubled consonants-k kh g ghn 


6. Conjunct nasal consonants- Jk, nc, nt, nt, mp 

7. Consonants underposed being headless (like U-chan letters)- 
S 

8. Example of writing pluta (length)- k B 

9. Two ways of writing the velars- k, kh, k, kh 

10. Two ways of writing the labials- p, ph 
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11. Examples of various single and conjunct letters- 


It is evident from the study of the inscriptions that Oriya 
script has evolved through the following stages of developement : 
Bramhi, Kusana Bramhi, Gupta script, Acute-angled script including 
nail-headed etc, Later Kalinga script, Proto-Bengali script. In fact 
from the 7th century A.D. a distinctive system of writing developed 
in Orissa. Several types of letters came into use and experiments 
went on to evolve a script that would be suitable for representing 
the basic sounds of the language and also for the writing media. 
There are instances of a particular inscription being written in mixed 
characters taken from several scripts and a particular king using 
different scripts in different inscriptions, As for example in the 
Mandasa copper-plate grant of Anantavarmadeva of 991 A.D. out 
of the total number of 738 Jetters used 199 are Southern Nagari, 59 
are Telugu, 101 are Grantha, 157 are Oriya and the rest are similar 
to those that are found in the charters of the earlier Ganga Kings of 
Kalinga. 

During this transitory period on the basis of the acute-angled 
alphabets the Proto-Oriya script developed. Buhler's Later Kalinga 
script and proto Bengali scriptare but two earlier stages in the 
development of Oriya script and may be rightly termed as Proto- 
Oriya script. The wedge-head or nail-head combined with the acute- 
angled characters of the 7th century gradually gave way to short 
horizontal top-strokes and the ‘Nepalese hook' or small triangles 
attached to the left of the letters. Both these later devices were rather 
practically necessitated for writing on palm-leaves by iron-stylus. 
Later on, these hooks developed into semi-circular top-curves. It 
may be mentioned here that such development took place partly 
due to the influence of South-Indian system of writing. 

The epigraphical records of Orissa present only specimens 
of the stylised writing system. It is presumed that there axisted a 
cursive system and, in that the characters might have attained 
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roundness from a much earlier period. In that case Proto-Oriya 
script might have begun its stride from the 7th century A.D. 
In the light of the above discussions one is tempted to draw 
the following conslusions. 
1) Wartu is closely related to the early Oriya script than 
to the language of Kafiristan or the script of Kashmir. 


il) Even if the author of the above mentioned Tibetan 
manuscript had givena description of the Oriya script 
of a later period that does not disprove the naming 
of Oriya as Wartu in Tibetan tradition. 

il) The ctlose cultural link that existed between Tibet 
and Orissa of Uddiyana fame and the high place 
achived by the Orissan Buddhist Gurus in Tibetan 
religeous history lend support to the theory that the 
Orissan script was introduced into Tibeta from a very 
early period and also probably that provided a model 
for Thon-mi-Sambhota's alphabetic inventions. 
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Part-I 


LITERATURE 
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A Rapid Survey Of Evolutionary Developments 


Oriya, an Indo-Aryan language spoken by about sixteen 
million people, in the state of Orissa and surrounding areas has a 
long literary tradition which can be traced back to the 9® 10®. Century 
A.D. in the epigraphical records and the ‘carya’ songs of the 
Buddhist Sahajiya saints. The earliest specimens of written 
composition in the language are found in inscriptions and copper 
plates. Some of these records are almost of literary type having in 
content fascinating episodes, socio-political features and description 
of places and events, expressed in a living speech style. The Carya 
songs mark the beginning of creative literature in the language in its 
proto stage. Gradually, in the course of the next two-three centuries, 
as the language progressed towards its distinctive formation and a 
separate script evolved for scribing palm-leaves, literary activities 
also developed. 

Religions provided strongest motives for creation of literature 
and proponents of religious sects and movements pioneered to 
produce literatures for propagating and exposing their doctrines 
among the common masses and for redeeming the religious life of 
the people from Bramhinism and Sanskritization. At first appeared 
smaller and simpler compositions, such as, hymns and prayers, 
liturgical works, votive tales, narratives depicting glories and actions 
of gods and then larger and serious works like translations and 
commentaries of the scriptures and theological treatises were 
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attempted. The earliest extant specimens seem to be the works of 
the Nath and Saiva cults. The texts restored as yet are very few; 
furthermore, some of them are of uncertain authenticity. 
Nevertheless, those works formed the foundation on which rises up 
the great edifice of the Oriya literature. 

A literature grows and takes shape depending on the mitleu- 
political, social cultura! and linguistic. The Oriya literature developed 
in that process through the changing patterns of political, social and 
cultural set up in the region and stylistical innovations in the language. 
During the Ganga period (A.D. 1076 1445) Orissa was politically 
powerful, economically prosperous and culturally advanced in the 
field of art and architecture. But as the language was in the making 
and probably lacking the patronage of the kings, priests and social 
elites, the literary activities flourished in Sanskrit only. The situation, 
however, changed in the next dynastic rule of the Suryavamsa. Its 
founder Kapilendradev (A.D. 1435-67) with his humble origin ina 
local Oriya family and having been risen to kingship as the chosen 
man of Lord Jagannath, was a hero of the masses. Naturally, he 
gave due patronage to Oriya, the original vernacular speech of the 
masses. As if timed by destiny, a versatile author like Sarala Das 
emerged on the scene with his stupendous Mahabharata. His 
historic success in exploring the strength of the vernacular'speech 
for composing in it a whole epic enhanced its literary status and 
enthused the shying writers to take it up as a viable medium in the 
face of heavy criticism from the SansXrit protagonist of the 
Brahminical hierarchy. 

Sarala Das never faltered for the deficiencies in the language 
and never toed the line of the Sanskrit original as he did not translate 
but recreated the text as a counter structure by transposing the old 
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epic in time and space to the A.D 15" century Orissa and inducting 
into it regional traditions, unorthodox conventions, folk beliefs and 
motifs, local cults and deities and basic human values. The trend of 
Sanskritization of the regional languages, cultures and traditions 
was an all-India feature at the beginning of the medieval period. 
His was indeed a great attempt in socialization and democratization 
of religion and scriptures. Besides the Mahabhharata, he authored 
a few more books on the Ramayanic and the Candi themes, such 
as, Bilanka Ramayana, Bichitra Ramayana, Candi Purana. In all 
these works the kernel stories of the originals have been 
proliferated by analogical, homological or parallel innovations and 
the mode of composition has been simple, direct and versified in 
the free style of the Dandi metre. He set the ideals for the 
succeeding generations of writers of epics and Puranas in Oriya. 
Thus, Sarala Das is aptly called the ‘Adikabi’ and the history of 
the Oriya literature actually dates from him. 
The Medieval Period 

(i) The religious Trend 
Oriya literature of the early and the medieval period was largely 
motivated by the religious movements. The main cults which inspired 
literature are Buddhism, Nathism, Saivism, Saktism, Tantricism and 
Vaishnavism. Each of these sects produced some literature in their 
bid to provide their faith, philosophy and liturgy with textual authority 
and propagate them far and wide among the masses, who would 
not understand Sanskrit. Although the burden of the abstract and 
spiritual aspects of religion was heavy on their works, flashes of 
creativity and artistry mark their literary merit. Pieces like Batsa 
Das’s kalasa chautisa, Jasobant Das’s govindachandra gita, 
Narayanananada Abadhuta Swami’s rudrasudhanidhi carry a lot 
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more intrinsticliterary values than religious pendantry. It is to be 
admitted to the credit of the saint poets that they innovated and 
developed certain typical forms and genres of poetry, such as, 
Bhajana, janana, Stuti, Cautisa, Koili, Poi, Baramasi, Caupadi, Boli, 
Opgala, Patala, Malika etc. They also credited prototypes of the 
Sanskrit epic, Purana, Gita, Samhita, Sambada, Mahatmya etc. 
which are typical to Oriya. At a later stage, some of them even 
composed romances in ornate style depicting amorous activities of 
their gods and goddesses. 

The cult of Jagannath, which, of course, resulted as a 
synthesis of many sects, formed the strongest foundation of the Oriya 
religious literature. The literature of the cult which mainly consists of 
the writings of the Panchasakha: (Balaram, Jagannath, 
Achyutananada, Jasobanta and Ananta) was based on a rigid ethical 
background as the cult itself. The myths and legends connected with 
Jagannath are not only sparse but also do not contain the genesis of 
any sensitive or sensuous theme. His Buddhist followers never spoke 
of the sexo-yogic practice of Vajrayana or Sahajayana. His Saivite 
and Sakta followers never qualified him with the gross and popular 
activities of Siva and Sakti and his Vaishnavite followers instead of 
relating the amorous ‘Lila’ of Radha and Krishna in Vrindaban 
interpreted those topics metaphorically in the human body in the 
context of ‘Pinda— Brahmanda — Vada’ 

A sensational episode like ‘Rasa — Lila’-has been described 
by Achyutananda in his nifya rasa in terms of yogic esoterism. Poets 
like Sarala Das, Chaitanya Das condemn the love dalliance of 
Krishna as unethical and immoral. Both the Buddhists and the 
Vaishnavites of the Orissan band very consciously discarded the 
Sahajiya practice of taking Female Force (Mudra) inspite of the 


Odia : Linguiste Landscape & Literary Efflorscence 51 


Digitized by srujanika@gmail.com 


Tantric substratum of their religious doctrines. As a result of this 
streak of Puritanism and spiritualism, the burden of the ‘Nilacakra’ 
has been rather heavy on the religious literatures of Orissa. 
It is only at a later stage, after the death of Sri Chaitanya (circa 
1534 A.D.) when due to a split between the Orissan and the 
Gaudiyan bands of Vaishnavites sectarian rivalry became so tense 
that each of the sects developed the literary medium as a powerful 
instrument of operation against its opponents. At that point some 
really good poetry was produced with religious fevour. At that time 
even a Jagannathite poet like Purusottama Das portrayed the heroic 
lord of the kanci-kaveri tradition as the love-lorn Sri Krishna dallying 
with Maniki, a cowherd woman, out to sell curds on the bank of 
Chilika Lake. Jagannatha had been identified with Krishna in an 
earlier period. Sarala Das in his Mahabharata traced the origin of 
Jagannath to the unburnt corpse of Sri Krishna thrown into water. 
According to him because of the sins committed by Krishna in his 
affairs with the Gopis his body could not be consumed by fire. That 
body reached the shores of Puri in the form of a log of wood from 
which the image of Jagannath was carved out, it assuming the form 
of Buddha — Narayana. There after he was conceived as Buddha, 
Nirakara, Sunya Purusa, Purusottama — characteristically very much 
opposed to the Srikrishna of the Dwapara Age. Even in ganesh 
bibhuti tika the author Bhupati Bhanja treats Radha as the sister of 
Krishna with a view to cover up their erotic image under the aspect 
of Buddhist fraternity. But the impact of Jayadev’s Gitagovinda and 
the popularity of Gopal-Krishna established by Chaitanya and his 
followers became so overwhelming under the royal patronage of 
king Prataparudra Dev (1497-1540) that it inspired many 
Jagannathites to accept both Srikrishna and Srichaitanya as the 
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incarnations of Jagannatha. and to sing the story of Radha-Krishna 
as the Lila of Jagannatha. Thus Jaganatha merged in the form of 
Gopal-Krishna and that the *‘ Waves of Delight’ (Dinakrushna Das’s 
rasakallola as translated by John Beames) rose on the dry world 
of medieval Oriya poetry. 


(ii) The Romantic Trend 

Love as the theme of literature originated in religious 
poetry. In the Hindu Pantheon every god has his 
consort(s). Apart from treating them metaphysically as 
‘Sakti’ (Power symbol} the saint-poets occasionally 
treated them also anthropomorphically as wives, 
beloveds, Paramours, Playmates and peeped into their 
private lives. Ultimately with the rise of the Radha cult 
in the fold of Vaishnavism the concept of power symbol 
became secondary to the concept of love symbol. 
Jayadev’s Gitagovinda set an all time record of the shift 
of emphasis to love in religious literature. 

The Oriya Vaishnavite poets, particularly those 
categorized as followers of the Gaudian school, took 
up this trend. The Jagannathites, Saivites and Ramites 
competed with them, and some pseudo-saints also made 
their debut out of fun for love. Thus, the dimension of 
love and romance expanded in the Oriya religious 
literature. 

The impact of religious love poetry ona decadent society: 
was explosive. The concept that love if related to god is 
sacred but otherwise profane was invalidated for the 
sake of art. Eroticism was equated with astheticism and 
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both could be considered consubstantial. The first 
manifestation of this trend was to be found in temple 
sculpture and architecture. Then it pervaded the realm 
of poetry. The intriguesome socio-political situation that 
arose with the downfall of the Gajapati rule, the court 
of the lust and luxury-prone despotic chieftains, and the 
desperate public with shattered moral and ethical 
standard directly or indirectly patronized the literature 
of this kind. Following the sectarian writers the secular 
and non-religious writers were encouraged to join this 
movement. In the process, gradually religion was 
supplanted with romance and divine love with sensuous 
earthly love, and gods and goddesses were replaced 
by prince and princess, or simply men and women. 

The medieval romances are thematically classifiable into 
three groups-religious, sub-religious (semi-religious), and 
non-religious (secular). The religious class is further 
divisible into three sub-groups on the basis of their cult 
affiliation, that is, Radha-Krishan, Ram-Sita and Siva- 
Parvati. The semi-religious class includes works based 
on Puranic stories and characters, or secondary and 
peripheral deities like Usa-Anirudha, Subhadra-Arjuna, 
Nala-Damayanti etc. The non-religious class can contain 
works based on stories concocted around imaginary 
characters. Upendra Bhanja’s works baidehisa-bilasa, 
subhadra-parinav and labanyabati are representative 
of these three classes respectively. Besides him, the other 
major authors who contributed to this genre are 
Dinakrushna Das, Lokanath Vidyadhara, Bishnu Das, 
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Bhakta Charan Das, Raghunath Bhanja, Brajanath 
Badajena, Kavisurya Baladev Rath etc. 

Structurally the medieval romances are distinctive too. 
They exhibit a number of common formal features. A 
book is divided into several poems (Chhanda). Each 
poem is composed in a separate metre (Vrutta). A poem 
at the beginning serves as prologue, and is called 
‘Mangalacharana’. It contains an invocation to the Lord 
of the poet’s creed or Jagannatha, briefs on the theme 
and design of the book, self statement on the merits, 
and appeals to the critics for the favour of their 
appreciation. Similarly, the final poem contains a 
recapitulation, the moral and philosophy, and personal 
data of the author. The poems in the body of the book 
are conjoined successively with flashbacks and flash 
forwards. At the end of each poem the poet invokes his 
Lord and mentions his authorship (Bhanita). 

As regards plot structure, more or less many works fit 
into a standard frame. The heroine being the main point 
of attraction, her data from birth to youth is given first. 
A major portion is devoted to describe her physical 
beauty and sports with friend. At the point when a 
suitable bridegroom is needed for her marriage, the hero 
is introduced. He is also described in detail. As the 
negotiation goes on at the family level, they come to 
know each other through dreams, secret messengers 
or other such devices, and then pine for early union. 
Finally, the marriage takes place and they enjoy a lusty 
conjugal life. The movement of the plot is mainly 
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motivated by physical attractiveness, sexual urge, union, 
and separation. 
Besides eroticism, the other distinctive attribute of this 
literature is the stylization of the language. The poems 
are carved as sculptures in language and have concrete 
solidity of dictional tapestry. The words not only mean, 
but sound and show. The material importance of the 
words is stressed so much that Upendra Bhanja, the 
master builder of this genre, states proudly that he has 
to cross through the ocean of words for composing the 
poem kotibramhmanda-sundari. The poetry meant for 
them artistic organization of the words regardless of 
thought or plot-contents. They composed voluminous 
books with words of same initial phoneme occurring at 
the beginning of each metrical lines, words composed 
of only consonants or one class of consonants or only 
vowels, words that produce other morphemic units by 
truncation, addition and suppletion of the constituent 
phonemes, words that have same phonemic shape but 
different semantic functions, words that can carry 
different meanings in varying contexts, words that can 
by arrangement and co-occurrence produce audiovisual 
pictures and so on. 
The language of the medieval romances is purely literary, 
` heavily ornamental, highly Sanskritizied and forms a 
diglossia by itself. The resources of Oriya as a vernacular 
speech were greatly enhanced through this type of literary 
practices. The language that was once despised as unfit 
for literary use and was timidly used by the religious 
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poets, with many self explanations and justifications for 
their venture, now emerged as a viable medium for very 
sophisticated and intricate literary activities. 

Lyricism or musicality is another important aspect of 
the romances. There is no dichotomy between poem 
and song. All the poems are set to tunes and meant for 
singing. The common man who does not understand a 
word of its high styled language, experiences the poetry 
through its musicality. The poets were essentially expert 
metricists, and structured all sorts of complex metres 
with different rhyming and rhythmic patterns. 

Apart from the tyrical cantos contained in the romances, 
the medieval period has also a rich harvest of lyrics, 
commonly called ‘Odist? songs. The Chautisa, Chaupadi, 
Chanda, Campu, Padyavali etc are some of the best 
lyrical types. These are based on the themes of either 
love or devotion and provide the subject matter for 
composition of the Odisi dance chores. Most of the 

saint poets and romance writers composed some lyrics, 

but at a later stage some pure lyricists greatly enriched 

this area. 

The most prominent among them are Kavisurya Baladev 

Rath, Gopal Krishna Patnaik, Gaurahari, Banamali and 

a few others. Kavisurya even composed a lyrical play 

entitled *kishorachandrananda campu’ It seems this 

trend came into vogue under the impact of the 

Gitagovinda, the lyrics of Vidyapati, kirtanas of the 

Goudiyan Vaishnavas, and the songs of Kabir, Mua and 
Sur Das etc. However, the contributions of two saint 
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poets, Salabeg, the Muslim devotee of Jagannatha and 
Bhima Bhoi, the blind tribal poet of the Mahima cult are 
genuine and most outstanding in the area of the religious 
lyrics in Oriya. 


The modern period 

The Oriya literature emerged in achanged form in the 

latter half of the 19" century. This happened obviously 

due to the influence of the western literature. Certain 
historical factors were responsible for channeling and 
permeating this westerly influx of literary ideas and trends 
into the age old literary tradition of Orissa. Firstly under 
the pressure of British domination Western life and 
culture assumed a superior and influential position. 

Further, the influence of the missionary activities and 

the impact of English education strengthened 

westernization. 

The impact of western influence characterized Oriya 

literature after 1870 with some sharply outlined features. 

These may be summarized as follows: 

(1) In poetry innovations in theme, form, style and metre 
of the epic and the episodic poems and in the 
lyrical poems new forms like the ode, elegy, 
sonnet, epistle etc were introduced. 

(1) In prose new genres like the novel, short story, essay, 
belles lettres, travelogue etc emerged and 
literary criticism stressed the new norms and 
values pertaining to both theme and style. 
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(111) In drama besides change in plot and structure, 
dialogues in prose and blank verse came into 
vogue. 

(iv) In all the above three types of writings translations 
and adaptations of the English works added new 
dimensions. 

The western influence, in general, was formal and aspectual. 
Excepting a few fanatical, the majority of authors evolved a process 
of assimilating the modemity with tradition. They did not repudiate 
their earlier tradition but redeemed it from the shackles of religious 
sectarianism and voluptuous aristocracy. What we find new in them 
precisely amounts to projection of humanism, naturalism and 
nationalism in the themes, and simplicity, directness and compactness 
in the style. They harnessed certain western forms but for recasting 
the contents of our classics, they borrowed certain western ideas 
but for revitalizing our heritage. Mishael Madhusudan Dutta’s Bengali 
meghnad badh (1861 and Radhanath Rai’s Oriya mahajatra (1892) 
are but the modern versions of the Ramayana and the Mahabharata 
written under the shadows of Vergil, Homer, Shakespeare and Milton 
alongside of Valmiki, Vyasa, Kalidas and Bhababhuti. 

Westernization spread into Oriya literature in a slow and 
gradual process. Many were the persons who steered its course 
since the days of the missionaries. But the stalwarts who gave it 
some totality and stability are reckonable as follows: Radhanath Rai 
(1848-1908) and Madhusudan Rao (1853-1912) ushered 
revolutionary changes in poetry. Fakir Mohan Senapati (1843-1918) 
inducted the fiction, Ramashankar Ray (1857-1931) innovated the 
drama, and Gourishankar Ray (1838-1917) and Vishwanath Kar 
(1864-1934) instituted journalism and new criticism. Again among 
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these selected few Radhanath stands out as the chief mentor. FHis 
life and achievements present a test case for estimating the depth 
and dimension of the western impact on Oriya literature. 

Radhanath was English educated, well versed in Bengali 
and placed ina high position in the Education service. He manipulated 
plots and characters from the western literature, fixed them in our 
locale and linked them with our history and myths. Further, following 
their models, he renovated the stylized form of our medieval romances 
by discarding intersection of Chhandas, metrical assortment, 
complexity of versification, prologue and epilogue, rhetorical devices 
and ornamentation, sensuous portrayal of the characters, and 
introduced instead, simplicity and directness in diction, well ordained 
metrical sentences with finite verbs, use of common vocabulary, use 
of single metre of simple structure, rhyming between penultimate 
vowels (‘upadha’) of the lines, realistic description of nature and 
human beings and tragedy. Ail these features overtly marked the 
emergence of a new era heralded by Radhanath. 

The pioneers were followed by writers who came in three 
Successive phases and set up three distinct schools of literature, the 
nationalistic school of the ‘Satyavadi’ group (1910-20), the neo- 
romantic-idealistic school of the ‘Sabuj’ group (1920-35) and the 
progressive school of the Leftists (1936-46). In 1947 India achieved 
independence, and with that as in all other walks of life, so too in the 
literary sphere a change of outlook became imperative. A sketch of 
the development of the modern Oriya literature in its different 
branches, areas and genres is given below. 

Poetry : 

The trends set by Radhanath in narrative poetry and by 

Madhusudan in the lyric were furthered by their junior 
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contemporaries: Chintamani Mahanty, Gangadhar Meher, Nanda 
Kishore Bal, Satchidananda Triobhuban Dev, Bada Kumar 
Balabhadra Dev, Chandra Mohan Maharana, Kamapala Mishra, 
Mrutyunjaya Rath etc. Gangadhar Meher and Nanda Kishore Bal 
in particular expanded the frontiers of modern poetry by bringing 
nature and folk elements into its theme. 

Around 1915 a movement was launched by the writers of 
the Satyavadi circle. It began at the first with anti-Radhanath reaction 
and later formed a distinct school of literature. The Satyavadins were 
basically committed to politics and nationalism. Literature was taken 
up by them as one of the media for reorienting the cultural ethos of 
the Oriya people and to formulate and strengthen a concept of Oriya 
nationalism. Utkalmani Gopabandhu Das, Pandit Nilakantha Das 
and Pandit Godavarish Mishra wrote lyrics, ballads narratives etc. 
stimulating a historical sense of pride and prowess, and heightened 
it by juxtaposing with these the contemporary realities of 
subordination, poverty, exploitation and disintegration. Gopabandhu 
blended humanism with nationalism as a true associate of Gandhiji. 
Some younger writers such as Padma Charan Patnaik, Godavarish 
Mohapatra, Kuntala Kumari Sabat, Laxmikant Mohapatra, Narayan 
Mohan De etal., carried his ideas to a further extent. 

In the twenties the elders and the socially conscious thoughtful 
men were kept busy in the freedom struggle. Literature was left to 
the younger people. A group of undergraduate students in their teens 
burst on the scene and took the lead. They were Ananda Shankar 
Ray, Kalindi Charan Panigrahi, Baikuntha Patnaik, Sarat Mukher]i 
and Harihar Mohapaira, a new band of ‘Panchasakha’. Setting out 
to create a literature of their own they realized the changed situation 
in the Post-first World War society — the age-old tradition of the 
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nations were losing ground, the system were falling apart and there 
was much activity everywhere to reconstitute anew world order. 
They felt concerned and disturbed not just for their own people and 
region, but for mankind and reacted with their youthful sprit in anger 
or agony, or in disgust preferred to dwell in a dreamland escaping 
the local realities. They listened to the new voices at the national and 
international levels and tuned themselves harmoniously. The closest 
voice luring them was that of Rabindranath Tagore. They responded 
to his call to the young writers of India to rise up the energize their 
tiring elders. His address to the youth as ‘Sabuj’ (green) perhaps 
inspired them to name their association the ‘Sabuja Samiti’. Annada 
Shankar Ray deserves the credit for introducing Rabindranath so 
intimately to his fellow college-mates. They were greatly influenced 
by his lyricism, romanticism and humanism. They even moulded the 
Oriya language to fit the frame of Tagore’s forms, styles and metres. 
Biswanath kar, the celebrated editor of the ‘Utkal Sahitya’, patronized 
their movement in the pages of his journal. By the end of the decade 
the Sabujites established themselves as leading writers with many 
followers, a journal of their own, and a publishing unit. Inthe process, 
a neo-romantic era was created in Oriya poetry. 

However, in the following decade of the 30s the Sabujites 
deviated from their course keeping in tune with the changing socio- 
political conditions in the country. A new trend of social-realism 
substituted the romantic idealism. A new line of writers emerged 
under the banner of the ‘Nabajuga Sahitya Samsad’ which was 
formed in 1936 under the leadership of the Marxist youth leader 
Bhagabati Charan Panigrahi. They made poetry a vehicle of 
revolutionary ideology and in place of romantic sensibility, the mystic 
realization of love and beauty, graceful lyricism, language and metre 
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of the preceeding group, they thrust in the stark realism in life, the 
grief and disquiet of tortured soul and the sufferings and struggle of 
the downtrodden. Satchi Rautrai (1915) surfaced as the leading 
spokesman for the group, and Ananta Patnaik, Manmohan Mishra 
and a few others strengthened the movements. But alongside this 
progressionist — propagandist movement the romantic idealistic trend 
was kept up by poets like Mayadhar Mansinha, Radhamohan 
Gadnayak, Binod Chandra Nayak etal. having rather a larger 
following in the common readership. Mansinha’s aestheticism, 
Gadnayak’s lyricism and Nayak’s romantic surrealism brought them 
phenomenal success. 

The post-independence period started with a movement to 
depoliticize poetry. Satchi Rautrai who once introduced politics into 
poetry, now redivorced poetry from polrtics, and made it more 
relevant to private life. This trend was soon taken over by a group 
of writers, whose leaders were Guru Prasad Mohanty (1924-), 
Ramakant Rath (1934-) and Sitakant Mohapatra (1937-). They 
brought a sense of elitism and intellectualism into Oriya poetry. Having 
no apparent commitment to any cult or creed they stand out as 
individuals and their poetic consciousness is primarily self-centered 
and is informed with a philosophic attitude. Poetry means intellectual 
perception to them. The simple and natural proposition of the 
intellectual inquiry and realization is the main basis of new poetry. 
Guru Prasad’s attachment to and trust in Indian culture while being 
influenced by western thought, particularly by T.S. Eliot, has given a 
new dimension to his poetry. Sitakant is the troubadour of Qur culture 
and is significant for intelligent use of Indian myths and symbols. His 
style of presenting a serious conclusion ina familiar atmosphere is a 
remarkable aspect of his poetic talent. Ramakant is phenomenal for 
his immaculate style and inimitable idiom. The ennui of modern 
existence is the main theme of his poems. 

The core formed by Satchi Rautrai, Guru Prasad, Ramakant 
and Sitakant is encircled by Bhanjuji Rao, Jagannath Prasad Das. 
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Soubhagya Mishra, Deepak Mishra, Bibek Jena, Rajendra Kishore 
Panda, Harihar Mishra. Bramhotri Mohantu, Pratibha Satpathy, 
Brajanath Rath, Praharaj Satyanarayan Nanda, Saroj Ranjan 
Mohanty, Prasanna Mishra and many others. These poets regularly 
featured in journals and periodicals, and some of them brought out 
their own collections. 

Nowa third rank of new poets comes into view. They are 
advocates of anti-poetry. (a-kanta). They are clustered inabsurdist 
groups like the “‘Akavita’, ‘N-Nya-iu’ ‘Anama’, ‘Abadhuta’, 
‘Nakshyatra’ etc. In the midst of all these avant-gardist there was of 
course Rabi Sing (1932-). Without the least pretension to modernism 
his poems transmit an outburst of anger and protest against the 
Establishment. 

Our profile of the young Oriya poet shows two major aspects 
— he exists in the present, with no remorse for the past, nor 
exuberance about the future. And he cares for the ‘individual’ than 
for the class or the commune. Hence, the literature he creates is not 
merely a collection of slogans, but a documentation of life, - the life 
lived very personally by different members of the society. The 
‘individual’ who made his debute in Satchi Rautrai’s ‘Solioquy’ 
(swagata, 1958). Still survives in the ‘First Person’ (prathama 
purusa, 1971) of J.P. Das 
Drama : 

The drama as a distinct literary genre did not exist in the 
older literature. Lyric forms like the Chhanda, Caupadi and Campu 
were used in dramatic performances of Pala, Jatra, Lila, Suanga 
etc. In the 19" century lyrical plays called ‘Gitabhinaya’ were 
composed or compiled for the Jatra style of folk performance. One 
of the most celebrated writers in this genre was Vaishnava Pani. 
Many others followed him, and the latest group introduced prose 
plays in the course of modernizing the folk theatre. 
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The shape of the drama depended on the current milieu and 
in the beginning for subject matter it drew heavily from mythology 
and history as well as historical legend. In the Hindu Pantheon, the 
deities constitute not only a large multitude, but they are visualized 
and endowed with human attributes and readily lend themselves for 
dramatization. A kind of universality and idealization of tensions and 
conflicts could be realized through them. Such dreams without the 
paraphernalia of stage trappings were added discretly to give it a 
modern touch. So the growth of drama can be regarded as a 
continuous organic growth. 

The drama in its modern form evolved through three 
successive stages under the successive leaderships of Ram Shankar 
Ray (from 1880 to 1920), Aswini Kumar Ghosh (from 1920 to 
1940), and Kali Charan Patnaik (from 1940 to 1955). 

The “Babaji’ of Jagamohan Lal (1877) is said to be the first 
modern play. But after that Ram Shankar Ray figured as the leading 
playwright of his time, starting a very productive career with ‘Kanci- 
kaveri’ in 1881.A striking feature of his plays was the blending of 
English and Sanskrit dramatic techniques. His success encouraged 
some of his contemporaries to try their hands in play writing, and 
among the more prominent were Kamapal Mishra and Bhikari 
Charan Patnaik. Besides Cuttack, at three other centres — Chikiti, 
Paralakhemundi and Kharial, the theatre was popularized by 
Radhamohan Rajendra Dev Padmanabh Narayan Dev and Bira 
Vikram Dev respectively. But they wrote and produced plays with 
a closer adherence to the Sanskrit model. 

Aswini Kumar (1872-1962) created the next epoch as a 
most prolific and experimentalist writer of about fifty plays beginning 
with the ‘bhisma’ in 1916. His major themes were historical, though 
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he used mythological and occasionally social themes as well. The 
historical plays are not so much factual, but interpretive and 
philosophical. Nationalism is the dominant tone in lus plays, and that 
was perhaps the main inspiration behind the works. The concomitant 
influences of the English plays, particularly of Shakespcare, the 
Bengali plays of D.L Ray and the Oriya plays of Pandit Godavarish 
Mishra who wrote two very nationalistic historical plays — 
purushottamadeva and mukundadeva, resulted in infusing tragedy, 
dramaticality and patrioticism into his historical works. 
The next initiative was taken by Kali Charan Patnaik (1898- 
1978) who specialized in the social plays. He managed a theatre of 
his own, ‘The Orissa Theatres’, founded in 1940, and produced his 
plays there. He wrote love stories but made them topical in the context 
of his contemporary society. He also wrote a series of biographical 
plays, portraying great Oriya personalities, and half a dozen historical 
and mythological plays. Besides the making of plots, he advanced 
Oriya drama in the technical aspects of playwriting too to a considerable 
extent. He set the norm for the contemporary and succeeding 
playwrights, who then went on to produce formula plays for the rival 
commercial playhouse. Under his spell many talented writers, such as 
Ram Chandra Mishra, Bhanja Kishore Patnaik, Gopal Chotrai, 
Narasimha Mohapatra, Kamal Lochan Mohanty, Bhubaneswar 
Mishra, Ananda Shankar Das, Kartik Chandra Ghosh and so on 
remained straitjacketed during the first phase of their careers. 
The drama ised to be treated much more as a form of mass 
entertainment than as a genuine art form in its ownright. This attitude 
prevailed till the early sixties, although a repertory movement was 
begun by various amateur groups following the production of ‘Agam 
(1950), a psychological play written on the Ibsenian model by 
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Manoranjan Das (1923-). During the transition period the amateur 
theater continued the movement with translations of modern 
European dramas and dramatic adaptations of good Oriya novels. 
Pranabandhu Kar, Gopal Chotrai and Manoranjan Das did most of 
this job and ushered in the ‘new theatre’ movement in Orissa. By 
the end of the sixties original plays began to appear, and a new 
group of playwrights came up, headed by two highly talented 
innovators, Biswajit Das (1938-) and Bijoy Kumar Mishra (1936). 
Das entered the arena in the early fifties and made his presence 
conspicuous on the platform of the ‘Srujan’ Dramatic Organization 
in 1961-62. Since then he has written many more plays, and has 
been a regular source of scripts to various experimental amateur 
theatre groups. Mishra began his career with Janani (1960), 
following the beaten track, but in 1968 he surfaced as the Samuel 
Beckett of Oriya drama with sababahakamane. Since then the 
absurdist has been in vogue in Orissa, Manoranjan Das won the 
Sahitya Akademy award in 1969 for the absurdist play Aranya Fasal. 
Sri Das seems to be the most representative modern playwright and 
he dominates the scene as a prolific and inventive writer. He now 
has to his credit more than a dozen titles, and each one of his new 
plays has been a landmark in the development of Oriya drama. Other 
promising practitioners of the drama of the absurd are Akshyay 
Kumar Mohanty, Prafulla Kukmar Rath, Ratnakar Chaini, Basant 
Kumar Mohapatra, Kartik Chandra Rath, Bijay Nanda, Ramesh 
Chandra Panigrahi, Jadunath Das Mohapatra. Sri J.P. Das, the poet, 
deserves recognition, as, though a latest intruder, he has made his 
inark in the area of drama by the way he makes each of his characters 
an intellectual abstraction and creates scenes with the power and 


logic of an absurd theatre. 
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Prose 

The growth of prose in the early and medieval periods was 
weak and wobbly. Our earliest specimens are the epigraphbical 
records, votive tales like somanath bratakatha, fragments of 
commentaries, translations in the body of the poetry texts like 
sisuveda, chronicles like the madala panji, short religious treatises, 
like tulabhina, and a few literary narratives, such as, 
rudrasudhanidhi (Narayuanananda Abadhuta Swami C. 14" — 1 5 
century) catura binoda (Brajanath Badajena, 1730 — 1795), 
Hasyakallola (Kavisurya Baladev Rath, 1780 — 1845) and 
Prastaba — cintamani (Nilambar Vidyadhara, late 18" century). 
In comparison to poetry, prose was not a very productive area of 
literary activities until the middle of the 19" century. The authors 
who were primarily poets casually experimented in prose pieces. 
However, in the process, a foundation of prose style was laid. 

The rise of prose in the modern period was a consequence 
of the impact of the west. It is to the credit of the missionaries Carey, 
Marshman, and Ward that they inducted it through their religious 
literatures, and boosted it up through preparation of text books for 
the English schools founded by them and write-ups in their journals 
‘Jnanaruna’ (1849), Probodha Candrika (1856) and “‘ Arunodaya’ 
(1861). The products of the English schools succeeded them in these 
activities and furthered the use of prose in education, administration, 
and literature. They established printing presses, published journals, 
prepared text-books and formed foras for intellectual discourses. 
The ‘Utkal Dipika’ (1866), edited by Gouri Shankar Ray and 
published from his Cuttack Printing Company Press really marks 
the starting point of modern Oriya prose. Later, prose developed in 
two different streams ~— fiction and non-fiction and developed in 


several stages. 
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(i) Fiction : 

The first Oriya novel Sandamini, written by Ram Shankar 
Rai, appeared in 1877. This attempt was perfected at intervals of 
decades as Umesh Chandra Sarkar wrote Padmamali in 1888, 
and Fakir Mohan Senapati began chaman-atha-guntha in 1898. 
Fakir Mohan was an ingenious creator of art, and a convincing 
interpreter of life. He wrote only four novels and twenty short stories, 
but his craftsmanship in the organization of plot, portrayal of character, 
and employment of the colloquial language and style gave a definite 
form to the emerging Oriya novel. The contemporary and the 
succeeding novelists followed his ideals and brought fulfillment and 
prosperity in Oriya novels. Thoy were Chintamani Mohanty,Gopal 
Ballabh Das, Nanda Kishore Bal, Ramachandra Acharya, Tarini 
Charan Rath and Godavarish Mishra. In the process, during the 
first two decades of the 20th century the novel became well 
established as a popular genre in Oriya literature. 

In the third decade a new generation of writers began to 
appear on the scene. They initiated some change in form and 
technique and took up new themes which were fresh and topical. 
Kuntala Kumari Sabat (1901-1938) flourished as a feminist novelist, 
though she toed the line of Fakirmohan. The sabujite writers, seven 
in all, jointly wrote ‘ Basant? (1924-26) on the emancipation of 
Oriya women. Baishnab Charan Das presented in manemane 
(1928) a psycho-analytical delineation of the character of a 
schizophrenic woman. In the Malajanha (1929) Upendra Kishore 
Das documented the sufferings of a young widow. Kalindi Charan 
Panigrahi wrote Matiramanisa (1931) creating the immortal character 
of ‘Baraju’ as a Gandhian Protagonist. The new wave flourished 
under the patronage of the ‘Mukura Upanyasa Mala’, the ‘Ananda 
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Lahari Upanyasa Mala’ and such other publishing organizations. and 
it achieved notable progress both in quantity and quality. The 
columniation of this phase was marked with the emergence of a 
very prolific writer, Kanhu Charan Mohanty (1906- ). 

Kanhucharan came to general attention with the publication 
of haanna in 1935, which, with its background of the great Orissa 
Famine of 1866 ushered in a new trend in social realism. He rejoined 
with it Sast? in 1945, which stirred and stunned Oriya readers with 
its passionate commitment to the formation of a casteless society. 
He published more than fifty books, and own the Sahitya Akademi 
Award for Ka (1956). 

The next major novelist after him was his younger brother, 
Gopinath Mohanty (1914-). He has established himself as a 
compelling writer since the publication of Paraja in 1945. He has 
produced about twenty novels, and won the Sahitya Akademi award 
for Amrutara Santana in 1955, and the Janapith award for 
Matimatal in 1974. A salient feature of his work is the blending of 
three different drives found in him indianness, modernity, and 
humanism. His best achievements are the series of novels on the 
tribals and the untouchables with whom he has almost identified 
himself, and realized human truth and beauty in their genuine form. 
Such a complete and authentic probing of the life of the obscure and 
the primitive had not been provided beforehand. 

Gopinath Mohanty is really an avant garde writer, and he 
innovated new forms and style, explored new areas of life and 
experience, and changed the popular notion of novel writing from 
pedestrian literary activity to high art. An important attribute of his 
novels is his language. The spiritual quality of his novel is their 
language. After Fakirmohan, he comes next as one who has 
discovered and appreciated the genius of the Oriya language. 
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Apart from the masterly Mohanty Brothers, one can draw 
up a long list of successful novelists headed by such older writers as 
Kamalakant Das. Raj Kishore Patnaik. Nityananda Mohapatra, 
Pranakrushna Samal, Jnanindra Barma and Surendra Mohanty. Each 
one of these authors has something distinctive, but Surendra Mohanty 
(1920-) figures prominently even in the latest phase of the Oriya 
novel as a harbinger of the new trends. Ie is a winner of the Sahitya 
Akademi award and the ° Sarala’ award [or his novels *Neela Sailc’ 
and ° Kulabrudcdha . He is a great champion of Oriya nationalism, 
and this, along with other virtues makes his work so popular. His 
craftsmanship is to be seen in the dramatic revelation of fact, 
sensational depiction of event. and the lyrical presentation of 
atmosphere. Two other names have to be added to this list, that of 
Gokulananda Mohapatra, who introduced science fiction into Oriya, 
and that of Basanta Kumari Patnaik for her subtle feminine touch in 
the portrayal of Maya’s character in the ‘Amadabata’ 

The SHORT STORY as a modern literary genre flashed on 
to the Oriya literary scene in 1868 with the publication of 
{achamania by Fakir mohan Senapati in the columns of the journal 
‘Bodhadayini O Sambada bahika’ This is perhaps the first short 
story in the Indian literature of the modern period. Senapati not only 
introduced the short story. but also established it as a most attractive 
and powerful form of literature by producing a good number of 
stories at a later stage of his career. Twenty of his stories collected 
in the two parts of the Galpasalpa (1917) are still hailed, as 
masterpieces. With his limited knowledge of western literature, he 
innovated his own forms and diction in writing stories which have 
stood the test of time. There were many pioneers, butit is Fakinmohan 
who is acclaimed the father of the Oriya short story. 
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Fakirmohan was followed closely by his contemporaries 
Chandra Sekhar Nanda, Dayanidhi Mishra, Dibyasingha Panigrahi. 
Laxmikanta Mohapatra, Barikanidhi Patnaikand many others. In the 
1920s his previously ubiquitous influence gradually diminished. Some 
younger writers well acquainted with western literature appeared 
with new forms and imaginations. The new movements was 
spearheaded by the writers of the *Sabuja’ group and the ‘Baruni’ 
circle. They replaced Fakirmohan'’s reforming social attitude and 
elaboration in plot with a variety of new themes, and a pointed 
projection of event and character. Love and romance now become 
the main subject matter of Oriya short fiction and the setting was 
transferred from the villages to the urban centres. The Marxist writers 
who appeared on the scene towards 1935 brought in a kind of 
robust realism. In their hand the short story became an effective 
medium for the realization of the larger values of life. Some other 
writers also attempted to cover the secrets of individual lives by 
applying Freudian methods of psychoanalysis. In fact, the period 
from 1925 to 1945 was a time of experimentation in the thematic as 
well as the formal level. On this background the Oriya short story 
marched forward towards the modern phase in the Post- 
independence period. 

The modernists developed a new pattern which can be called 
the ‘anti-story’ They explored new areas of experience and brought 
in shocking events in plot and non-typical characters. They gave up 
conventional narrative structure of the plot by developing it vertically 
rather than horizontally. Perhaps the young writers found maximum 
scope for experimentation in the short story. Among many innovations 
at least two need special mention. One of this is called ‘ Abhas- 
galpa’ (Shadow story). It is not the story, but the outline of a story, 
which could be developed in the reader’s mind. The other type is 
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called ‘mini story’ which gives just the genesis of a story —a passing 
mood, a disjointed event, or a stray character. Some of these types 
of stories impress like Prose-Poems. Perhaps as the modern poet 
trends to be prosaic, the story writer turns to be poetic. 

The list of Oriya story writers, be that as selective as possible, 
will be long enough as poets, novelists, playwrights and critics all 
have tried their hands at it, and one would be hard put to choose the 
best. Among them, we can name a few, whose contributions have 
been historic in a particular phase. Among the elders the great names 
are Godavarish Mohapatra, Kalindi Charan Panigrahi, Satchi Routrai, 
Nityananda Mohapatra, Raj Kishore Patnaik, Raj Kishore Ray, 
Bibhuti Bhusan Tripathi and Bhagabati Charan Panigrahi. Next to 
them come Gopinath Mohanty, Surendra Mohanty, Brahmananda 
Panda, Phaturananda (Ram Chandra Mishra). Akhil Mohan Patnaik, 
Kishori Charan Das, Manoj Das, Bama Charan Mitra, Mahapatra 
Nilamoni Sahu, Santanu Acharya, Krushna Prasad Mishra, Binapani 
Mohanty, Achyutananda Pati and Rabi Patnaik. 

The credit for such a rich harvest of stories during the last two 
decades unquestionably goes to Surendra Mohanty. It is he who 
broke the ground and cultivated a kind of anti-story genre that 
ultimately attracted a generation of writers for follow up action. His 
experimentation in style and technique, and his boldness in the 
treatment of unconventional themes gave a new impetus to the growth 
of variety of forms of short story. The younger writers have become 
so form conscious that they label their stories with form-names. 
However, serious writers like Kishori Charan Das and Manoj Das 
have concerned themselves with themes which have relevance to 
modern existence, and the emphasis on form over content does not 
make their stories hollow. Anyway, be it for form or theme, the 
short story is the best developed genre in modern Oriya literature. 
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(ii) Non-Fictional Prose 

Non-fictional prose — essay, criticism, travelogue. reportage. 
life-history etc. —came into vogue with the development of journalism 
and modem education. 

The essay developed in its early phase in three successive 
stages — missionary literature, school text-books and popular journals. 
It gained ground as a form of literature during 1880-1900 in the 
hands of Radhanath, Madhusudan and their contemporaries, such 
as, Biswanath Kar, Jalandhar Dev, Krushna Prasad Chowdhury, 
Tarini Charan rath, Chandra Sekhar Nanda and Sashi Bhusan Ray. 
In the early year of the lasy century another phase began. 
Madhusudan’s heavily Sanskritized style was gradually simplified 
and Biswanath’s emotional outbursts were toned down. The range 
of subject matter was widened beyond religion, morality and social 
reform. Gopal Chandra Praharaj introduced writings in a lighter vein, 
and Jagabandhu Singh, Mohinimohan Senapati, Shyamsundar 
Rajguru, Gopinath Nanda, Mrutyunjaya Rath et al wrote on 
problems of philosophy, sociology and literary criticism. They freed 
the essay from the text books, and made it less dreaded as a lifeless 
pedantic, literary exercise. 

The ‘Satyabadi’ group of writers, particularly Nilakantha 
Das, Krupasindhu Mishra and Basudev Mohapatra, took it still 
nearer to the reading public by making it more attractive both in 
theme and style. The historical development of the Oriya essay 
reached its culmination in the Satyabadi period. Since then it has 
passed through a process of supplementation, dilatation and 
consolidation. Authors who have made tangible contributions are — 
Ratnakar Pati, B.B. Ray, Braja Bihari Mohanty, Harekrushna 
Manhtab, Chittranjan Das, Golak Bihari Dhal and Binod Kanungo. 
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The genre of belles lettres which began with Fakirmohan, 
Gopal Praharaj and Govind Tripathi flourished in the hands of 
Laxmikant Mohapatra, Krushna Prasad Basu, Kali Charan 
Pattanayak, Nityananda Mohapatra, Kunja Bihari Das, 
Bhubaneswar Behera, Chandrasekhar Rath et al. Their writings are 
enlivened with subtle humour, pungent satire, a personal tone, 
humane insight, and a conversational style. It is in this from that the 
essay has come back to eyes of the reading public, and has become 
popular. 

Travelogues first appeared occasionally in the beginning of 
the present century. Afterwards travelogues were produced in 
abundance by everyone who went abroad. Some of the more 
celebrated travel writers are Mayadhar Mansinha, Golak Bihari Dhal, 
Prof. Radhanath Rath, Sriram Chandra Das, Umesh Chandra 
Panigrahi, Govind Das and Krushna Prasad Mishra. However, apart 
from a few with literary merits, the others are written as tourist diaries, 
highlighting tourist interests, and the social and cultural traits of other 
peoples and read like tenaciously prepared reports. 

Autobiography has proved to be an attractive prose genre 
ever since Fakirmohan wrote the story of his life in 1917. Men of 
various walks of life-politicians, litterateurs, social workers, etc.- 
have written about their lives and times. The Autobiographies of 
Nilakantha Das (1884-1967), Godavarish Mishra (1886-1966), 
Kalindi Charan Panigrahi (1901-). Kali Charan Patnaik (1898- 
1978), Kunja Bihari Dash (1914-), Bharat Chandra Nayak, 
Baishnav Pani etc. deserve specific mention as outstanding works 
of art and history. Similarly, there has been a considerable output of 
biographies of eminent Oriyas, great Indian personalities, and 
famous men and women of other parts of the world. But not many 
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writers have succeeded as Boswels for Oriya Johnsons. One book 
may be mentioned, a life of the poetess Kuntala Kumari Sabat 
(1901-1938) written by Chakradhar Mohapatra in 1972, notable 
for its sensational revelations and its factual accuracy. 

The Oriya prose used in writing on technical subjects, science 
and social sciences has yet to achieve maturity, or effectiveness. 
The *Vijnan Prachar Samiti’ founded in 1949 has done a creditable 
Job in these areas. The Text Book Bureau since its inception in 1970 
has also been an agency encouraging the production of prose works 
on academic subjects. The potential of the language is being gradually 
developed in order to make it more effective in various spheres and 
functions, and thereby to enrich Oriya Prose in general. 
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Typical forms of Ancient Poetry 


1. In the history of different literatures of our country we 
come across many typical forms and genres of prose and poetry 
and find some particular forms to be popular among the authors and 
the people of a particular region. It is also noticed that forms 
commonly derived from Sanskritic or other sources are independently 
adopted in the modern Indian languages giving them typical regional 
outfit. 

2. Prof. B.C Majumdar made a significant statement with 
regard to Oriya literature in the introduction to his edition of “Typical 
Selections from Oriya Literature” VI. (Calcutta University 1921) 
that “It must be admitted to the credit of the literary genius of the 
country, that some forms altogether peculiar to the Oriya literature 
are met with from the earliest time onwards” There are indeed quite 
a good number of typical forms in Oriya literature which are 
comparable to similar forms in other literatures on the basis of 
common source of derivation, similarity in structural patterns and 
socio-cultural affinities. 

3. Typical forms of poetry in Oriya may be identified and 
classified as follows :- 

(A) Lyrical Works 
Choutisa 
Koili 

Sodasa 

Poi 


BD wp 
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Chaupadi 
Stuti/Stotra/Bhajana/Janana 
Boli 

Ogala 

Theological Works 
Gita 

Samhita 

Sambada 
Malhatmya 

Malika 

Tika 

Patala 


Nimaya 

Kabacha 

Epical — Fictional Works 
Chhanda — Kavya 
Champu 

Lila 


LGW ti — ଏ ୦୦ = 
PC Pr hp oa 


A. Lyrical Works 
I CHOUTISA 

Choutisa is the most popular form of poetry in Oriya literature. 
The earliest extant poetry was written in this form and even today 
this form is popular with the modern poets. Hundreds of Choutisas 
were written in the early period though only about a hundred have 
been published. The main characteristics of this form are that it is 
composed in an alphabetical order taking the 34 consonants of the 
Oriya language in regular sequence as the initial letter of each line. A 
linguistic phenomenon is observable in this alphabetical order as the 
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letters represented by respectively and differences among the 3 
sibilants are not observed. In the early period Choutisa were 
composed in a single metre and contained only 34 couplets or 
quatrains and each line of a stanza begins with one letter. But in later 
periods experiments were made to make the form more architectural 
and attractive. In one Choutisa of Kavisamrata Upendra Bhanja 
entitled ‘Chitau Choutisa’ there are only six stanzas and hence there 
the alphabetical order has been maintained within the total number 
of lines contained in the poem. So also in another Choutisa written 
by Sadhucharan entitled “Jagabandhu Janana Choutisa” there are 
only 17 stanzas, each having two letters in succession. Another 
general nature of Choutisa is that all the verses ina poem are in the 
same metre. Yet exceptions are there in which several metres have 
been used in the body of one Choutisa, for example, in the “Sapta 
Raga Choutisa” of Yuba Bhanja seven metres have been used. 
Above all, there is another peculiar Choutisa written by Bhima Bhoi 
in which the alphabetical order has been maintained in a reverse 
way, and it begins with Kshya and ends with Ka. Hence it is named 
“Ulata Choutisa” or inverse Choutisa. Kavisurya Baladev Rath’s 
Champu is also a Choutisa, the 34 poems in it being arranged in 
alphabetical order. It seems that at a later stage the methods of 
writing one Kavya with one initial letter came into vogue as a 
development in the Choutisa tradition of the early poets. 

However, this popular form of writing poetry in alphabetical 
order is not unknown to other Indian literatures. Many stotras in 
Sanskrit literature and in the Lalita Bistara of the Buddhist literature 
this form has been used. In Hindi literature there are poems of such 
type and are known as Kakahara, Akharabata and Choutinsa. In 
Bengali too we find Choutisa in the body of the Mangala Kavyas 
and in Chandi Das’s compositions. The “Diwan” form in Parsi, Urdu 
and Arabic literature is akin to this form. In the literature of the Sufis 
of the Punjab there is this form known as Si-Harfi or Tirisa‘since 
thirty letters are used in regular succession. But this form is far more 
popular in Oriya Literature than in any other literature of India. 
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Il. KOILI 

Koili is a special genre in which the bird cuckoo is taken as 
a captive listener to the monologue. Just as in the Bhramara Gita of 
the Bhagvat where the Gopis express their grievances before the 
bee so also in the Koili lyrics the bird cuckoo is taken into confidence 
as a willful witness and before her everything is disclosed. In the 
words of Mr. B.C. Majumdar “The character of a Koili is that it is a 
monologue and the person whosc words the poet versifics, discloses 
his thoughts to a cuckoo bird by addressing the bird as ‘O Koili’ 
this address portion forms the burden of the poem” (Typical 
selections from Oriya Lit. Vol. 1). These Koilies are composed in 
the Choutisa format except a very few, of which one is the ‘Baramasi 
Koili’ of Sankar Das. In this context it is to be noted that Baramasi 
poems describing the twelve months of an year are popular among 
the Oriya readers as the Baramahis of Assamese literature, 
Baramasyas of Bengali literature, Baramasas , Chhoumasas of Maithili 
literature and Barahamasas of Hindi literature are famous among 
their readers. In the Oriya Baramasi poems the year begins with the 
month Margasira as in the Assamese poems. Some scholars are of 
opinion that the Koili lyric is the result of the influence of Sanskrit 
Poems Duta Kavyas, such as Meghadutam, Hansadutam, 
Pabanadutam etc and like the cloud, the swan or the wind the Koili 
is a messenger also. But in the Koilies of the early period, no where 
the bird has been sent as a messenger. The bird who is necessarily a 
female, is just a listener and can only be compared with the bee of 
the Bhramara Gita. Pandit Nilakantha Das thinks that Koili lyric has 
evolved from the Desi songs, ‘Obi’ and ‘Loli’ of which Samgadeva 
has made mention in his Sangeeta Ratnakara Ch. IV. It is probable 
that Koili form found a place in the Oriya literature due to the influence 
of the tribal folk songs as in those songs we see something is said 
addressing to a natural object like a tree, a creeper or a bird. 


It is very interesting to note that now the Koili genre is very 
popular among the petty politicians, social workers and business 
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men. During the elections the evils of the other party and the merits 
of one’s own party are disclosed before the Koili; the Agriculture 
Supervisor, the Health Visitor and the Basic Teacher speak about 
their aims and methods before the Koili; the business man either a 
Bidiwala or a Chanchurwala, reveals the qualities of his bidi or 
chanachur before the Koili because they all believe that Koili is the 
favourite of the masses and the masses can be approached only 
through the cuckoo. 


Il. SODASHA - 


Sodashas may be parellaly linked with the Choutisas. As in Choutisa 
the 34 consonants are used in alphabetical order so also in Sodasha 
the 16 vowels are used. These vowels are A, A, 1, I, U, U,RU, RU, 
LU, E, Al, O, AU, AN, AH & AM. Upendra Bhanja has named it 
as ‘Sodashendu’. It is not a very popular form and hence only a few 
poems are available. These were recently brought to light by Prof. 
P. Pracihan. Sometimes both the Sodasha and the Choutisa forms 
are combined and another form is created which is known as 
Panchasa Varna Niyama or the Fifty Letters Order. 
IV. POI 

Poi is synonym of a Sanskrit word ‘Padi’ and in fact 
Biramitrodaya Singh’s Atha Poi’ and Prataparudra singh Deba’s 
‘Chauda Pot’ bear alternative titles as Astha Padi and Chaturdasa 
Padi respectively. Ina Poi book each Idyll of Poies called a Poi and 
the books are named after the number of Poies they contain. There 
are books:‘as Pancha Poi, Chha Poi, Na Poi, Dasa Poi, Pandara 
Poi, Pachisi Poi etc. The peculiar characteristic of this form is that 
the nurnber of stanzas in one idyll and the number of letters in each 
lime of the stanzas must agree with the number of poies the book 
contains. In case it is a Pachisi Poi then there must be 25 poies or 
idyllIs, each idyll must have 25 padas or stanzas and each line of the 
stanzas, as the stanzas have necessarily couplets and not of a complex 
metre, must have 25 letters. However, except in one or two poies 
the ruie regarding the use of number of letters in a line has not been 
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observed. But even then it is easy to identify the poi form with the 
sonnet form of the westem literature in which also the use of number 
of lines in a poem and number of feet in a line is fixed. Another 
peculiarity of some of the Poi form of poetry is that some stanzas 
composed in a different metre are either prefixed or suffixed to the 
idylls. These appendices are called duha (Doha). 

It seems that this poi form is a typical form of Oriya poetry. It is very 
difficult to trace the origin of this form. Some scholars have suggested 
that this form has been created in imitation of Pancha Sloli, Sata 
Sloki and Asta Sloki in Sanskrit. A book of Oriya poi entitlecl ‘Dasa 
Poi’ has been translated into English and published in a beautiful 
book form by Mr. O.C. Ganguly. In this context, it may be noted 
also that quite akin to Poi form there is another form called Padia. 
We have 12, 15, 24 Padias. 

V. CHOUPADI - 

Choupadi sometimes means quatrains or stanzas with four padas 
and sometimes poems with four stanzas or padas. This form is 
commonly known as Choupaya or Choupai in the other Literatures 
of India. A good number of Choupadi forms have been written in 
Oriya and works like Sola Choupadi of Jagannath Das, Choupadi 
Blhusana of Upendra Bhanja and Choupadi of Salabega, the Muslim 
devotee of Jagannath are very famous. 


VI. GAHA AND DOHA 


Not a single Gaha has been traced out in Oriya Literature 
till now. However, Upendra Bhanja has mentioned it while giving a 
list of his composition & in the prologue to a book. So it rnay be 
presumed that Gaha form was current in Orissa and in due course 
some of them may appear from the dark corners of a devotee’s 
house. 


Upendra Bhanja had also started that he has composed some Dohas 
but these also are yet to be discovered. From a very remote period, 
Doha form was known to Oriya poets and in the ‘Boudha Gan O 
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Doha’, Dohas of Kanhupa, an Oriya Sidhacharya, is found. Doha 
is sometimes called Duha or Dhua. The doggerel verses which are 
frequently quoted by women and village folks go under the name. 
VII.BOLI 


The old Oriya literature we find some poems entitled ‘Boli’ 
and there are pieces of composition like Chata Boli, Bala Boli by 
Balaram Das, Alankar Boli and Krishna Das Boli by Dinakrishna 
and the famous Bazar Boli of Upendra Bhanja. The word Boli means 
sayings in song. There are no technical or formal specialities in such 
type of poems. 

VIII. PADYABALI : Padyavali is the same as padyabali in Bengali 
and Brajabuli. In Oriya literature these are better known as Odissi 
songs and are usually sung during the recital of Odissi dance. 

IX. OGALA 

Ogala means to check, obstacle. The Ogala form of poetry 
contains very knotty questions and quizzes relating to philosophy 
and religion and their answers. These songs and dialogues were: 
popular in the cowherd (Gopala) communities. The only Ogala that 
has been traced out til! now was written by Achutananda Das under 
the title ‘Gopalanka Ogala’ 

X. STUTI, STOTRA, BHAJANA & JANANA - 


Stuti, Stotra, Bhajana and Janana — all these four types are 
devotional poems and in a broad sense mean prayer to God. Stuti 
and Stotra are synonymous and mean eulogy or hymn. Bhajana 
means reciting the names of a deity repeatedly. These are musical 
and are sung in a chorus led by one singer, accompanied by a 
particular instrument called ‘Khanjani’ besides Cymbals and Khol. 
In the rural areas the only music enjoyed and appreciated by the 
masses is the Bhajana. Aleitha Bhajanas and the Bhajanas of 
Panchasakhas are most popu!ar. Janana means to let one know, to 
make one acquainted with one’s conditions. It is a kind of 'vijnapti' 
and is also likewise sometimes threefold as disclosing misery, putting 
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forth the desires and praying for their fulfillment. Jananas are also 
sung but they are more effective in solo performance than in chorus 
for they are extremely personal in nature and the main sentiment in 
them is of sorrow and sufferings. An examplary form of Janana is 
the ‘Sarpa Janana’ of Kavisurya Baladev in which the poet has 
equated Lord Jaganath of Puri with a snake. The most interesting 
and funny element in that Janana is the reproachful sprit with which 
the Lord has been approached by a most sincere devotee. 


(b) Theological Works 


Most of these poems are serious philosophical and religious 
dissertations. These are written in the form of discussion between 
the Guru and the Sishya, Krishna and Narada, Siva and Parvati or 
between some Rsis. The famous Panchasakha and their followers 
have expounded their view and codes in such poems. 


LGITA 


Gitas are books embodying philosophical dialogues and 
discussions between a preceptor and his student. These are written 
in imitation of the Bhagavad Gita and like Shrikrishna the Guru tries 
to convince the disciples about the merits of his creed and faith. The 
author is identified with the Guru and he propagates his own religious 
faith through the Guru. As Achyutananda reports that he alone has 
written seventy-eight Geetas, it is evident that there are a large number 
of Geetas in Oriya literature of which some need mention here. The 
‘Vedanta Sara-Gupta’ Geeta of Balarama Das in which he has 
explained Vedanta through an illiterate and dumb idiot in the Mukti 
Mandapa of the Jagannath temple; the ‘Guru-bhakti Geeta’ of 
Achyutananda of a true Vaishnaba and has stated the guiding rules 
of building up a true religious career; the ‘Jagannathamrta Geeta’ of 
Dibakar Das which is a biography of Jagannath Das, the famous 
writer of the Oriya Bhagavata; the ‘Parache Geeta’ of Dwarika Das 
which makes an exposition of the Pinda-Bramhand a —Vada and a 
few others, such as the ‘Namaratna Geeta’ of Dinakrishna and 
‘Baichandra Geeta’ of Devanand a Das, are the most famous. 
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IH. SAMHITA - 


Samhita means compilation and compendium or Vedic texts 
arranged into Codes from the body of Samhita. Although there are 
Samhitas in other languages they are translations of the Sanskrit 
works of Manu, Garga, Parasara etc. The Samhitas in Oriya literature 
are original compositions and in them the authors have compiled 
various views about a still more original religion of their known as 
Orissan Vaishnavism. Achyutananda alone wrote 36 Sanhitas of 
which the ‘Sunya Samhita’, the Sabda Brahma Samhita, the Anakara 
Samhita are highly appreciated by the Oriya Vaishnavas. The most 
interesting portions of Pancha-Sakha with Shri Chaitanya and it is 
highly important for the students of Gaudiya Vaishnavism for 
Chaitanya spent more than 20 years of his life in Orissa and yet we 
do not get a vivid picture of his life in Puri from the biographies of 
Chaitanya written in Bengali, as we get in the Sunya Samhita. 

III. SAMBADA - 

Sambada means information, report. It is a form of religious 
poetry in which two or more persons through their dialogues report 
or inform about some mysterious matter. Some of these Sambadas 
in Oriya are the ‘Dikshya Sambada’ of Jagannath Das, ‘Garuda- 
Govinda Sambada’ and ‘Garuda-Ananta Sambada’ of Ananta Das. 
In Hindi lilteratuure we find Datta-Gorakha Sambada, Danalobha 
Sambada, Sukarambha Sambada etc and it seems that the nature 
of Sambada in both the literatures is the same. 

IV. MAHATMYA- 

Mahatmya means greatness or excellence. There are books 
written on the Mahatmya of sacred months like Magha, Baisakha, 
KéArtika etc., on places like Purusottama, Prachi, Kshetra etc, and 
on days like Ekadashi. But besides these traditional Mahatmyas 
there is a book entitled ‘Nirguna Mahatmya’ in which the author 
Chaitanya Das has expressed his views in favour of Nirguna- 
Bramhopasana, Kaya Sadhana and Jnana- Yoga. 
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V. MALIKA - 

Malikas are poems containing predictions and prophesies 
about the future. As the Pancha Sakhas and their followers were 
Hatha Yogis, by virtue of their Tantric culture they acquired occult 
power and were able to perceive the long forgotten past and foresee 
the far reaching future. Although their predictions have been proved 
to be false to a great extent, still the general masses of the people 
believe in them. The only positive gain of these writings is that the 
Malikas do not lull the mass into false security rather wan them of 
the danger, so that one tries to live a controlled and moral life in 
order to ensure a happy future keeping always fearful and suspicious 
eyes on the future. Achyutananda is said to have written a hundred 
Malikas, other works of this classes are the Agata Bhabisya of 
Yasobanta, Agata Chumbaka of Ananta and Hara Das’s Malika. 
Vi. TIKA- 

Tika means annotation or commentary. There are many 
books entitled TTKA, but only some are really in nature annotations 
or commentaries. There is a book called ‘Tika Govindachandra’ 
which is purely a ballad and deals with the story of Gobindachandra 
or Gopichandra just the same as that of the Mayanabatira Gan or 
the story of Raja Govindachandra in Bengali. It seems that it is called 
a Tika as the book is adopted from the original Govindachandra 
Gita of Jasobant Das. Another book is called Tika-Mahabharata 
and it contains the story of Mahabharata in nut-shell. Here the word 
Tika may be a synonym of the Oriya word Tiki which means small 
or it is a Tika in the true sense of the word as here the author has put 
the story of the Mahabharata in a simple way. But books like 
‘Saptanga Yoga Sara Tika’, ‘Ganesh Bibhuti Tika’ etc. are pure 
commentaries. 


VI. PATALA 


Patala means part of division. The chapters of the Tantric 
texts are called Patalas. It is only a different way of sub-dividing a 
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book and is the same as Sarga, Adhyaya, Chhanda etc. But the 
publicity of this type of Oriya words is that the book which is 
subdivided into Patalas is named according to the number of Patalas 
it contains. In Oriya there are 45 Patalas, 24 Patalas, 10 Patalas 
etc. The subject matter of these books is same as of the Geeta and 
Samhita etc. 


VII[.- NIRNAYA 


Nirnaya means deductions, inference or decisions. In a 
Nirnaya the author comes to a logical conclusion or an apt decision 
after taking into consideration on the pros and cons of a difficult 
matter. In Sanskrit there are also Nirnayas where complex and 
contradictory ideas of the Smrtis are explained in a systematic way. 
Some scholars suggest that the ‘Dambara’ type in Sanskrit is akin 
to Nirnayas. In fact this may be true as there is a book in Oriya 
entitled ‘Siddhanta Dambara’ by Balaram Das. The only Nirnaya 
available now is the ‘Sthana Nirnaya’ of Jagannath Das. There are 
some Nirnayas in Hindi such as Paradharma Nirnaya, by Maharaj 
Viswanath singh and Smgar Nimaya Bhikhari Das. 

IX.- KABACHA 

The word Kabacha means Talisman, amulet or armour. In 
literature a Kabacha means a hymn which is recited by the devotee 
to get protection from God against his misfortunes. These are neither 
rexactly like the Mantras of the Charmers nor the ordinary Stotras. 
There are only two Kabachas available now in Oriya, one is ‘Abhaya 
Kabacha’ by Achyutananda and the other is ‘Radha Kabacha’ by 
Dinakrushna. 

(c) Epical -Fictional Works 
1 CHHANDA: 

Kavya in oriya is popularly called Chhanda-Kavya as a 
Kawva is subdivided into a number of Chhandas (poems) composed 
in different Chhandas (meters) which are stringed sequentisily to 
delineate a story. These books are thematically classifiable into three 
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categories-religious , semi-religious and non-religious on the basis 
of the source and nature of the plot. The themes have normally 
overtones of romaticism and eroticism and the language and style 
are highly sanskritised and heavily ornamental. There are books 
having the same letters at the beginning of each metrical line, words 
composed of only consonants or a class of consonants or only 
vowels, words that can carry different meanings in varying contexts 
and words that can by arrangement and cooccurence produce audio- 
visual pictures and so on. Hence, such Kavyas are also being treated 
as Riti-Kavyas. 

11) CHAMPU 

The Champu form in oriya are somewhat peculiar as there 
are some Champus without any prose portion and on the other hand 
the famous "Kishora chandrananda Champu" of kavisurya Baladev 
has poems in Oriya in between Sankrit texts in verse and prose. 
ii) LILA : 

Lila may be viewed as poetic palys. These are composed 
of dialogues in verse for dramatic performances. According to the 
source of the plot there are mainly two types of Lila-Krishna Lila 
and Rama Lila. The poems ina Lila are composed in various matres 
and the language and style are simple, lyrical and dramatic. There 
are professional troupes who perform Lila on suitable occasions. 
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Growth of Prose : The Heritage 


Prose has a long literary tradition in Oriya, though its growth 
through the early and medieval periods was somewhat weak and 
uneven. Its earliest specimen is found in the epigraphical records- 
inscriptions and copper plates-written over the period beginning from 
the 10 century. Some of these records are almost literature having 
as their content fascinating episodes, socio-political features and 
descriptions of areas and landscapes. Some are significant from the 
literary point of view for their language and style. In the words of 
Dr. Suniti Kumar Chatterji, ‘The early Oriya of these inscriptions is 
aliving speech. Oriya in literature is more Sanskrit-ridden than Bengali 
and the language there is never so interesting as in these not very 
long specimens in the inscriptions; except that a few archaic or 
obsolete forms are preserved in the former and that in quality it is 
quite a respectable body of national [literature in the language’ (Origin 
and Development of the Bengali Language). The syntax of the 
inscriptional prose exhibits certain stylistic features in contrast with 
the modern sentence patterns. The most prominent of these, according 
to K.B. Tripathi (Evolution of Oriya Language and Script), is the 
manifestation of laxity in observing word order. The sentences are 
structuratly simple and stylistically precise and factual. 

Jnscriptional prose was the precursor of literary prose, which 
grew sporadically in the poetry-dominated landscape of the early 
Oriya literature. A few seedlings of such prose are noticeable in the 
body of the poetry text itself. Sarala Das’s (c. 15* century) 
Mahabharata and Candi Purana (c. 15" century) contain some 
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despatches, proclamations and letters in prose. Mahishasura’s Anja 
Patrika in Candi Purana is particularly striking for its powerful and 
inspring expression of the type found in the royal charters of the 
inscriptions. 

(i) Votive Tales. The Saiva and Sakta cults introduced observance 
of certain rituals for fulfillment of specific vows. As part of the 
performance of the rite some stories depicting the glory of Siva and 
Sakti used to be told to the devotees. Such tales in duce course 
formed a body of religious literature under the title of Brata-Katha. 
The earliest extant tales of the typr are the Somanatha Bratakatha 
and the Nagala Cauthi Bratakatha. These are written in a homely 
narrative manner in simple, short and clear-cut sentences. They are 
undated and anonymous, but on the basis of theme and language 
they are supposed to have been written in the 13-14" century 
period. A few more votive tales of the Vaishnavite order were written 
at a later stage and introduced Bratas like ‘Sudasa’, ‘Ananta’ 

‘Rabinarayana’, etc. 

(ii) Commentaries, Translations and Treatises. Some theological 
and liturgical texts of the Nath cult and the Orissan Vaisnavism contain 
explanatory passages in prose following the verses. Notable texts 
of this genre are the Sisuveda, the Saptanga Yoga-both ascribed to 
Gorakhanath, the Ganesh Bibhuti of Bhupati Bhanja, Surya 
Siddhanta (1721) of Nimbadeva and Pranaba-Vyahruti-gita 
(1646) of Bipra Jambeswara Das. 


Jagannatha Das’s Tulabina (early 16" century) is a full- 
length treatise in prose on the metaphysical theories and theological 
tenets of the Orissan Vaisnavism. Similar works under the titles of 
Bramha-gita, Pranaba-sara-gita and Siddhanta Dambara were 
produced by Balaram Das (c. 16" century). The characteristic 
features of the prose of these works are their looseness, colloquialism 
and rhythmic cadence which differentiate them from the verse. It 
shows that the prose did not come up to the level of the artistry of 
the literary style that the authors otherwise used in their poetry. One 
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commentary of the textual-criticism type has so far come to light. It 
is on the Kavya Labanyabati of Upendra Bhanja (16-17 century). 
The commentator is Krushna Das and it is dated 1857. It is modeled 
on Sanskrit commentaries. The language is significant for its complex 
sentences; use of the verb substantive-‘ata’ instead of reducing the 
sentences to equational structure, and sprinklings of the Southern 
Oriya dialectal words and forms. 


(iii) Chronicles. The Madala Panji, the chronicle of the temple of 
Lord Jagannatha, is regarded as a great work of Oriya prose. The 
traditional belief is that the Panji has been continuously maintained 
since the temple was built in the 12" century. But historians do not 
accept the authenticity of its contents being prior to the mid-16" 
century. Literary historiographers, however, claim the antiquity of 
the Panji and find chronological development of the Oriya prose 
style in its language. 

The Panji is in two parts-a ‘Rajabhoga’ part dealing with 
the history of the Kings of Puri and a ‘Devabhoga’ part dealing with 
the affairs of the temple. As a historical record, the Paryi is likely to 
appear quaint as its authenticity is vitiated by a lot of fantastic myths 
and legends and factual inaccuracies and exaggeration. However, 
from the literary point of view, as Dr. Mansinha has rightly observed 
in his History of Oriya Literature, ‘those chronicles, like 
Holinshed’s in English literature, have provided the raw material for 
excellent Kavyas and Natakas in Oriya through the many romantic 
legends found in their as yet unpublished pages. Their language is 
generally archaic, but uncouth and inartistic, lacking the ancient flavor. 
Their only worth as literature lies in a social pictures they represent 
in the different historical periods.’ 

The other famous chronicle is the Cainika Cakada (Chaini’s 
Records: Das, S.N., Odia Sahityara Itihasa, Part I, Cuttack, 1963, 
pp. 358-374). The book was originally started by Fakir Chaini, 
who was ordered by Gurudasa Chaini, a Minister of King 
Purusottama Deva (1467-96), for keeping on record, the life and 
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achievements of the king. Somehow it continued as a family tradition 
for at least three generations. Gurudasa’s son Chandrakala and his 
grandson Mangala Srabana maintained the writing of the chronicle 
through the reign of Prataparudra Deva (1497-1550). Though 
primarily it is a record of the life histories of two great kings of the 
Gajapati dynasty, it also contains a lot of information about the socio- 
cultural history of the period and character studies of various social 
types. Stories and anecdotes relating to events and personalities 
greatly enhance the literary value of the work. The language and 
style make happy reading through lively descriptions, interesting 
narrations and dramatic dialogues. It is a wonder that during a period 
of serious religious writing such a prose work could be produced at 
a family level. 

The dynastic records of the kings of Mayurbhanj, Ghumasar, 
Kalahandi etc. were started at a later stage in imitation of the above 
two works. 

(iv) Literary Texts. In the whole of Old Oriya literature about a 
dozen truly literary works were produced in prose. Of these, some 
are translations or adaptations of Sanskrit texts. In this category, the 
Batisa Simhasana Katha by Siba Das, the Hitopadesa by Sridhar 
Das and Gita govinda by Basudeva Mishra are historically 
important. The first, as a translation, is more liberal than literal, but it 
is definitely an older work and is representative of an autochthonous 
narrative style. The other two exhibit Sanskritism to a great extent in 
imitation of the prevalent literary style. 

Among the other works the following four are noteworthy: 

(a) Rudra Sudhanidhi: Narayananda Abadhuta Swami (c. 14-1 5 
century). Saivite in theme, romantic in spit, poetical in style, this book 
may be best described as an epic in prose. The first of its kind in Oriya, 
it bears resemblance to the Vachana literature of the Vira Saiva sects. It 
is composed of small, fragmentary and elliptical sentences intertwined 
rhythmically and rhyming occasionally. Its story highlights the contrast 
between the points of view of an ascetic and a worldly man. 
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(Db) Catura binoda: Brajantha Badajena (1730-95). Written 
on the model of Sanskrit story books like the Panchatantra etc. 
this book, organized in four parts, contains a number of stories strung 
together with a central theme. Each part is called a Binoda (an act 
of entertainment) of a particular nature such as Hasa (Humour), 
Rasa (Romance), Niti (Morality) and Priti (Friendship). A prince 
as central character tells these four Binodas during the four parts of 
the night to entertain his lady-love, who has to remain awake in 
order to observe a religious vow. The form is perfectly imitated 
from Sanskrit prototypes, even to the point of inserting verses 
between the prose passages. Unlike the earlier prose works, the 
language here is natural and made up of well-ordained sentences 
complete with finite verbs. 


(Cc) Hasya Kallola: Kavisurya Baladeva Ratha (1780-1845). 
The book written on the model of Hasyarnaba by Jagadiswara (c. 
17" century) in Sanskrit contains a series of humorous and satirical 
stories and anecdotes. Some of the characteristic features of its style 
are the creation of false grandeur in atmosphere, mixing of colloquial 
and literary forms and Sanskrit, Perso-Arabic and Vernacular words, 
and insertion of verses caricaturing Sanskrit slokas. 


(d) Prastaba cintamani: Nilambara Vidyadhara (late 18" 
century). A romance in form and theme, it tells the adventures of a 
prince temporarily lost in the forest. Unlike the above mentioned 
texts its prose is not mingled with poetry, instead it is written ina 
natural narrative style. The plot is set on a socio-cultural milieu, making 
the book a storehouse of sociological information. 


Incidentally, it is to be noted that in the old days the style of 
reading prose texts was similar to recitation of poems. The readers 
used to recite the sentences with a musical intonation and cadence. 
As there were ‘Pala gahanas’ who used to sing from the Kavyas to 
entertain an audience throughout the night, so also there were 
‘Katha-Sagaras’, the professional story-tellers, to provide similar 
entertainments. The above-mentioned story-books of love and 
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laughter were perhaps meant for providing the material to the 
Kathasagaras. 

The above reconnaissance of prose in Old Oriya literature 
up to the middle of the 19" century indicates that it was not a very 
productive area of literary activities. The authors, who were primarily 
poets, casually experimented on a piece and then abandoned it. 
However, in the process, Oriya prose could have some texts, such 
as, the Madala Panji, the Rudra Sudhanidhi, and the Twlabina 
which could be classed along with the Assamese Buruni, the Maithili 
Kirtilata and the Marathi Jananeswari. On the foundation laid in 
these works there rose ultimately the edifice of modern prose. 


The Modern Period 


Oriya literature emerged in a changed form and spirit in the 
latter half of the 19" century. The rise of prose was a distinctive 
feature of that new literature. Western literature which obviously 
inspired this modernization had by that time developed its prose in a 
variety of forms and had made it a viable medium of expressing 
modern ideas and concepts pertaining to science, politics and other 
similar branches of knowledge. The Oriya prose too, thus grew up 
taking models and ideas from the West. Certain historical factors 
were responsible for this channelizing. 


Orissa came under the British rule in 1803. Consequently 
English language and European culture assumed importance in Oriya 
society. The elite realized that to understand the technicalities of the 
new government, learning the English language was essential. 
Gradually their initial hesitation based on orthodoxy and superstitions 
vanished and they were inspired to accept a reasonable amount of 
western education and culture. At this point, besides the government, 
the missionaries too initiated the process of language-leaming. 


In 1822 two missionary couples, Bampton and Peggs came 
to cuttack for Serampore. The Baptist Missionary Society had by 
that time translated and printed several books and tracts in Oriya 
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under the supervision of Carey, Marshman and Ward. With those 
materials in hand Bampton and Peggs not only started their work of 
propagation of religion, but also revolutionized the cultural lie of the 
province through the following four subsidiary programmes. 


(a) Institution of schools: Within one and half years they 
established the first English School at Cuttack in 1823 and set up as 
many as fifteen vernacular schools. 


(b) Preparation of textbooks: As their object was to inculcate 
western ideas through education they totally discarded old Oriya 
poetry texts from the curricula and introduced prose texts specially 
prepared for imparting knowledge in science, geography, history, 
philosophy, grammar and religion. These books, in spite of being 
written in imperfect Oriya, acquainted the younger generation with 
a new type of reading and writing. 
(c) Establishment of printing press: As missionary activities 
progressed in Orissa, a press named the Cuttack Mission Press 
was established in 1873. This press played an important role in the 
production of Oriya books for at least thirty years. Oriya prose 
would never have come within the reading range of many people 
without the press. 
(d) Publication of journals: Journalism, which is an important 
organ of modern literature, was started in the beginning by the 
missionaries. They made three successive attempts in Oriya in this 
direction by publishing the Jnanaruna in 1849, the Prabodha 
Chandrika in 1856 and the Arunodaya in 1861. A letter from W.C. 
Lacey to the Government of Bengal on 20 December, 1855 asking 
for financial assistance to run a magazine in Oriya clearly indicates 
that the main objective before them was not simply to preach religion 
but also to educate the masses by diffusing modern knowledge. 
Oriya prose initially came into being and flourished in the pages of 
these journals. 

The establishment of modern schools and the orientation in 
education necessarily meant reorganization of curricula. It became 
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imperative on the part of the educationists to prepare and provide 
suitable textbooks. Besides providing knowledge in divergent 
disciplines these prose texts also enriched the language and enhanced 
its functional efficiency. Textbooks provided another area for growth. 
It began with translations from English and Bengali. Oriya did not 
gain much on this score as there were neither competent English- 
knowing Oriya writers nor Oriya-knowing missionaries and they 
used the easiest means of preparing the Oriya versions by translating 
or transcribing from Bengali. 

However, from 1857 onwards more Oriya writers got 
involved in textbooks and in the seventies it was found that the latter- 
day makers of the modern Oriya literature were trying their hand at 
textbook writing. The modern educational system and textbooks 
implanted in the minds of the rising generations new values of 
literature and acquainted them with new forms and diction. The prose 
in many forms and types-essay, discourse, travelogue, life sketch, 
etc.-was inducted into Oriya literature through the pages of these 
textbooks. 


Right after the great Orissa famine of 1866-67 a sense of 
awakening began to prevail in the Oriya mind. It was the dawn of 
the Orissa Renaissance. The people-the traditional elite, the new- 
literates and the nouveau riches-were now determined to assert 
their individuality and self-image in the new socio-political condition. 
Their constructive activities and community-consciousness were 
manifested through their own press; the first native press came into 
existence in 1866. During the next thirty years the number went up 
to 15 in a network covering the whole province. Similarly, the first 
native journal, the Utkal Dipika appeared in August 1866. By the 
end of the century as many as sixty other periodicals flourished. 
These journals were devoted to a variety of subjects-politics, religion, 
education, social reform, community-interest and so on. Some of 
them were purely literary, and in this respect the role of these four 
can never be ignored; Utkal Darpana (1873), Utkal Madhupa 
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(1878), Utkal Prabha (1891) and Utkal Sahitya( 1897). In fact, 
modern Oriya literature was created, evaluated and established in 
the pages of these journals. 

These factors-the governmental decision in favour of using 
Oriya at the lower levels of administration, the activities of the 
missionaries in disseminating a new consciousness and outlook and 
the development of an awareness of modern forms and trends in 
literature through the new system of education-created an atmosphere 
in the literary arena favourable to the emergence and growth of prose. 
The establishment of printing presses, publication of journals and 
formation of literary associations provided the necessary aid and 
encouragement for its gradual growth. 


The more important problems that confronted the 
practitioners of prose were, firstly, identification of the Oriya sentence 
pattern and secondly, selection of words and forms from the various 
dialectal and literary styles of common speech. The pioneering 
missionary writers adopted the English pattern by simply substituting 
the English words with their approximate Oriya equivalents. Its result 
was that the expressions became clumsy in structure, confusing in 
meaning and unbalanced in style. Apart from others, Rev. Amos 
Sutton, who wrote the first Oriya grammar (1831) and prepared 
the first textbook The vernacular Reader (1846), also did not find 
out the genius of the language and its natural pattern of usages. 
Similarly, Rev. W.C. Lacey, Rev. J. Stobins, etc. and the native 
writers who followed them closely just streamlined the Oriya syntax 
on the models of the English and Latin grammars. Therefore, though 
the missionaries brought in the prose, they could not make any 
contribution towards its stylistic mnovations. 

The credit of perfecting Oriya prose style goes 
unquestionably to Madhusudan Rao (1853-1912). He is the maker 
of a literary style which is regarded as the standard form. He 
organized the Oriya sentence into definite patterns and selected the 
vocabulary derivable and available from Sanskrit sources. The 
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concept of a standard literary Oriya was epitomized in the language 
and style of Rao. His Prabandha Mala (1880) is a hallmark of 
Oriya prose. 

Subsequently, the “‘Satyavadi’ group of writers (1910-20) 
effected some reforms in it by redeeming it from the heavily 
Sanskritized diction. They, particularly Nilakantha Das (1884-1967) 
and Godavarish Mishra (1886-1956), brought it nearer to the 
spoken idiom of the educated class by inducting colloquial words 
and idioms and discarding the compound verbal phrases. For 
example, a statement like ‘He is eating’ would be expressed in Oriya 
by Sutton as Se khaibara heuchanti, by Rao as Se bhojana 
karuchanti and by Das as Se khauchanti. Oriya prose developed 
in two distinct streams-fictional and non-fictional- from the beginning 
of the present century. The authors of fictional prose-novel, short 
story, drama, etc.-developed individual styles and micro-languages 
in their creative process. The writes of the non-fictional prose-essay, 
criticism, travelogue, reportage, etc.-looked for and adapted a 
standard style which would not interfere in the expression of facts 
and would be communicative of all subjects to all people. As a result, 
whereas the fictional prose developed artistically in many ways, the 
non-fictional prose cultivated a jargon-loaded, hackneyed style. 
Possibly, for this reason, since the beginning of the modern period it 
has remained mostly confined to textbooks. There was no popular 
taste and demand nor did any writer prove his worth by making it 
attractive and useful outside the classroom. Furthermore, the reasons 
for sucha debilitated condition may be ascribed to the low percentage 
of literacy, paucity of serious-minded readership and lack of well- 
established chain of journals. 

However, in spite of these handicaps, there has been a 
perceptible progress in the output of prose in the recent times. The 
local dailies and monthlies deserve a major share of the credit for 
boosting up the development of prose. Essays and belles-lettres 
dealing with topics relating to almost all the branches of knowledge 
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now regularly adorn the body of the journals. The Vinjan Pracar Samiti 
founded in 1949 has constantly fostered scientific essays and discourses 
in Oriya. The committees for translation of technical terms set up by the 
Utkal University, the Orissa State Bureau of Textbook preparation and 
production and the Law Commission have greatly facilitated writing 
in Onya ontechnical subjects. The potentiality of the language, however, 
still needs to be enhanced through experimentation in order to make 
the language more functional in various spheres. 


An important aspect of this move is to discover and develop 
the inherent strength and natural flavour of the popular speech. 
Colloquial Oriya has a typical style of its own which very few writers 
could acquire and employ. Prose still means to many of them only 
writing grammatical sentences. A misguided regard for a Sanskritized 
language and English-sentence patterns has been the bane of Oriya 
prose writing. It is desirable now to look at the language not merely 
as a perfunctory medium, but as an operative and dependable vehicle 
of communication of ideas with a view to enhancing its functionality 
in the present day context. 

The Essay 

‘Prabandha is the Oriya synonym for ‘essay’ Throughits 
lexical and etymological meaning is very wide in range, somehow, 
probably in imitation of Bengali, it has been adopted in Oriya since 
the inception of the essay form of writing in the language. The other 
synonyms-‘sandarbha’, ‘nibandha’ and ‘rasana’-have narrower 
connotations, meaning roughly ‘discourse’, ‘treatise’ and 
‘composition’ respectively. As a literary form the prabandha by 
definition means a storyless short write-up in prose on any topic. 
The prescriptive model for it is to begin with an introduction of the 
topic, then proceed with discussion on the various aspects of the 
topic, and end with a conclusion. Any ‘formal’ essay fits into this 
patiern. The essays of the ‘familiar’ type and belles-lettres, which 
are now being designated as ‘Ramya Racana’ (Pleasant Essay), are 
somewhat loose in organization, light in vain and lucid in style. 
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The essay developed in Oriya at its early phase in three 
Successive stages-in missionary literatures, in school textbooks and 
in journals. It gained ground as a form of literature during the period 
1880-1900 in the hands of Radhanath Ray (1848-1908), 
Madhusudan Rao and their contemporaries. Radhanath Ray’s Bibeki 
(1873) was an epoch-making essay that set the ideal for intellectual 
discourse. Madhusudan Rao’s Prabandhamala, Biswanath Kar’s 
(1864-1934) Bibidha Prabandha (1896) and the stray essays of 
a host of writers published in the journals were the first harvest of 
this newly acquired area in literature. 

In the early years of the present century the Oriya essay 
entered another phase. Gradually Madhusudan’s Sanskrit-ridden 
style was simplified. Biswanath’s emotional outbursts were toned 
down and the range of the subject matter was widened beyond 
religion, morality and social reform. The appearance of Gopal 
Chandra Praharaj (1872-1945) changed the atmosphere altogether. 
His writings ina lighter vein on very serious subjects were as amusing 
as provoking. He was like an Oriya counterpart of the American 
Oliver Wende! Holmes. His serial in the ‘Utkal Sahitya’ of Bhagabata 
Tungire Sandhya (1900-1901), Bai Mahanti Panji (1902), Mian 
Sahebanka Rajanmaca (1904), Duniara Halcal (1914) and Ama 
Gharara Halcal (1917) are unique in theme, outlook and style. The 
other luminaries of those days are Mrutyunjaya Ratha (1882-1924), 
Tarini Charan Rath (early 20 century), Jagabandhu Singh (1877- 
1948), Mohini Mohan Senapati (b. 1881), Shyam Sundar Rajguru 
(1866-1909), Gopinath Nanda (1869-1924) and Sashi Bhusan Rai 
(1874-1954). Each of them had specialized subjects and 
individualized style. They freed the essay from the limits of textbooks 
and made them less dreaded as lifeless pedantic literary exercises. 


The ‘Satyavadi’ group of writers took it further to the 
common reading public by making it attractive both in theme and in 
treatment. They moulded prose style into the spoken form, sprinkled 
it with colloquial usages, and wrote on subjects of immediate 
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relevance. Politics and nationalism formed the key points of their 
writings. They were committed to certain views and ideals in their 
bid to resurrect Orissa from its depressed condition, realize freedom 
from the British rule and re-establish the values upheld in the Indian 
tradition. Their essays on such topics were widely read, appreciated 
and commended. Their mouthpiece was their own journal, the 
Satyavadi, started in 1915. Some of the outstanding essays 
produced by them are: Gopabandhu Das’s (1877-1928) editorial 
and articles on education, language issue, social problems etc. 
Nilakantha Das’s essays-‘My Moustache’, ‘We Had’ and ‘Had for 
Nothing’, ‘The power and Position of Youth’ etc. and the book 
Arya Jibana (1921); Godavarish Mishra’s serial in the Satyavadi 
entitled Palli Prasanga (About the villages), Satyabadira Patra 
(Letters from Satyabadi), Dhana (Wealth), Sarira Bheda O 
Swasthya (Phycology and Health); Kripasindhu Mishra’s 
(Kripasindhu Misra, 1886-1926) historical works Barabati Durga 
(1917), Konarka (1919) and philosophical essays under the titles 
of Ka (The Dummy), Adrustavada (Fatalism), Hindura Samaj 
Bidhana (The Hindu Society), etc.; and Basudev Mahapatra’s 
(1888-1976) collection of essays Santidhara (1925). 

The historical development of the Oriya essay reached 
its full from by the Satyavadi period. Since then it has passed 
through the process of supplementation, dilatation and 
consolidation. The author who have made tangible contributions 
during this period are; Ratnakar Pati (1889-1969), Bipin Bihari 
Ray (1887-1975), Kalindi Charan Panigrahi (b. 1901), Braja 
Bihari Mohanty (1902-57), Mayadhar Mansingh (1906-73), 
Harekrushna Mahatab (b. 1899), Chittaranjan Das (b. 1922), 
BIdhubhusan Das (b. 1921) and Golak Bihari Dhal (1921-74). 
Several titles of essay collections have come out since 
independence. Many of these have been produced with the 
purpose of making them textbooks. This has delimited the scope 
and constrained free thought and expression. 
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However, during the present period there has been a good 
harvest of belles-lettres and light sketches. In the tradition of Fakir 
Mohan Senapati (1843-1918), Gopal Chandra Prahataj (1872- 
1945) and Govind Tripathi (b. 1899) this genre of writing passed 
on to the latter-day practitioners like Laxmikanta Mahapatra ( 1888- 
1953), Krushna Prasad Basu (b. 1894), Kali Charan Pattanayak 
(1898-1978), Nityananda Mahapatra (b. 1912), Kunja Bihari Das 
(b. 1914), Bama Charan Mitra (1915-76), Bhubaneswar Behera, 
Chandrasekhar Rath (b. 1929) and many others. Their writings are 
enlivened with subtle humor, pungent satire, personal tone, humane 
insight and conversational style. One finds in them Addison’s ‘wisdom 
in smiling mood’, Bacon’s ‘dispersed meditations’ and Johnson’s 
“loose sally of the mind’? It is in this form that the essay has re- 
entered the personal readings of all and is being most popularized in 
the pages of the dailies and periodicals. There have also been a 
good number of serious creative writers who have made significant 
contributions to literary prose. Among them mention must be made 
of the novelists Gopinath Mohanty (b. 1914) and Surendra Mohanty 
(b. 1920). Poets such as Sitakant Mahapatra (b. 1973), Ramakant 
Rath (b. 1934) and Dipak Mishra (b. 1939) and a short story writer, 
Mahapatra Nilomani Sahu (b. 1926). Their essays cover a wide 
range of subjects like literature, art and culture and have helped to 
enrich the variety and quality of modern Oriya prose. 


The Travelogue 


The travelogue first appeared in Oriya in the form of 
“Travellers Despatches’ to the journals. The Sambada Bahika first 
published such a dispatch in 1886 from an anonymous traveler. Then 
Naba Sambada serialized in 1887 despatches from Radhanath Ray 
and the Utkal Sahitya in 1900 from Bholanath Samantarai. The 
first full-fledged travelogue, leaving aside Fakir Mohan Senapati’s 
Utkal Bhramanam (1892) in poetry, Dakshinatya Bhramanu by 
Sashi Bhusan Rai, was published in 1896. Subsequently, he also 
wrote two other books — Utkal Prakruti (1913) and Utkal 
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Rutucitra (1914)-depicting his experience of Orissa’s natural beauty 
at various places and in different seasons. 

The travelogues in Oriya are, subject wise, of three types; 
travels in Orissa, India and foreign lands. They have developed in 
time in this order too. Very few Oriyas went abroad before 
Independence and even fewer of them wrote down their 
experiences. But afterwards the passage was open to many and 
some of them wished to have a souvenir in the form a travelogue. 
Consequently, in the recent past there has been a fair amount of 
travel writing. 

The more celebrated travelogue writers are Mayadhar 
Mansinha, Golok Bihari Dhal, Radhanath Rath, Chittaranjan Das, 
Sriram Das (b. 1919), Baidyanath Mishra (b. 1920), Surendra 
Mahanty, Sriharsa Misra (b. 1919), Kunja Bihari Dash and Umesh 
Chandra Panigrahi (b. 1916). Now there are books covering 
countries like England, USA, China, Japan, Denmark, Indonesia, 
Germany, USSR, Nepal and Sri Lanka. Most of the books are 
written as tourist diaries highlighting tourist interests social and cultural 
traits and read like tenaciously prepared reports. The personality of 
the writer, his sensibility, insight, reaction to people and events and 
above all artistic style and technique — none of these elements of a 
good travelogue are prominently displayed in these books. There is 
an Oriya proverb that says: “I went and came back, what I saw I 
have told!’ The Oriya travelogue writers are such proverbial 
reporters. 

Nevertheless, Mayadhar Mansinha’s Pascima Pathika 
(1947), Govind Das’s Dese Dese (1963) and Krusna Prasad Misra’s 
Canada Diary (1974) may be singled out for their uncommon form 
and extraordinary style. Mansinha’s unbiased approach to the English 
culture and habits, and his observation, aestheticism and romanticism 
have made his book a classic in Oriya travelogue. The very opening 
sentence of the book, ‘For a man the home is just a nest built by the 
woman, when you come out of it, you are a wanderer in the world’, 
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sets the mood for the whole book with its romantic thrills, and 
nostalgia. Das’s book reads like fiction set against the exotic 
background of England and France and the characters transmit the 
travel accounts actually experienced by the author. Misra’s book is 
claimed to be an “anti diary’ which cares less for chronology than 
for correlation of events and ideas. A professional story writer, he 
has improvised the story form to suit the materiais of the travelogue. 


The Miscellaneous Prose 


In old Oriya poetry is found everything from astrology to 
arithmetic, military to veterinary science. But in the modern period, 
prose is the main vehicle of knowledge in all disciplines. Certain 
structural elements in poetry, metre and rhyme in particular, used to 
put constraints on making statements simple and straight forward 
with regard to subjects based on pure facts. Therefore, such subjects 
were dissociated from poetry as soon as got established in the literary 
parlour. 

Oriya prose was first employed for writing science subjects 
at the textbook level. A few writers like Tarini Charan Rath 
contributed articles to the periodicals (1903-13) on such subjects. 
Those attempts, however stray and imperfect they may be, paved 
the way for the succeeding generation of professional scientists. Great 
scholars like joges Chandra Rai Vidyanidhi, Pranakrushna Parija, 
Harish Chandra Boral and Bansidhar Samantarai (b. 1918) were 
inspired to write in Oriya in the periodicals. In 1948-49 with the 
formation of the ‘Utkal Vijnan Parishad’ and ‘ Vijnan Prachar Samiti’, 
writing in Oriya on scientific subjects was taken up with due sincerity 
and seriousness. A band of stalwarts — Gokulananda Mahapatra 
(Chemistry), Gadadhar Mishra (Botany), Basanta Kumar Behura 
(Zoology), Biswanath Sahu (Agriculture), Bana Behari Pattanayak 
(Medicine), Radhanath Rath (Psycology), Debakanta Mishra 
(Physics) and Sarat Kumar Mahanty (Mathematics) appeared on 
the scene. They wrote books, contributed articles to journals and 
presented papers at meetings for propagation of science among 
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professionals and laymen. Gokulananda has also distinguished himself 
as a writer of science fiction and children’s books. Like him 
Debakanta is another versatile and prolific writer whose command 
over the subject and the language is commendable. It is very 
heartening that the younger generation is trying to learn science 
through Oriya and it is hoped that they will enrich this field in retum. 

Writings in Oriya on subjects like Philosophy, linguistics, 
history, economics, politics and other branches of social sciences 
have been boosted recently under the auspices of the State Textbook 
Bureau, which was set up in 1970 with the purpose of preparing 
college level textbooks in Oriya. Earlier only some devoted scholars 
of the subjects and the language had made some contributions. They 
were original, unpretentious, less pedantic popular writers. 
Noteworthy among them are: Sadasiv Misra, Baidyanath Misra in 
economics, Paramananda Acharya (b. 1898), Krushna Chandra 
Panigrahi (b. 1912), Nabin Kumar Sahu, Satya Narayan Rajguru 
(b. 1903) and Kedarnath Mahapatra in history; Gopinath Nanda 
(1869-1924), Shyam Sundar Rajguru (1866-1909), Binayak Misra 
(b. 1894), Kunja Behari Tripathy (b. 1911), Golak Behari Dhal and 
Sidheswar Hota (b. 1920) in philology; Sriram Das in politics. They 
are all great scholars of Orissa, but their scholarship is confined to 
Orissa. The major deficiencies in their works are that they are only 
of local interest and do not contribute much to the theoretical 
framework of the disciplines. 


Journalism is another area of Oriya prose, which has come 
into its fold since Gopabandhu Das founded the Samaj in 1919. 
The press is a mass medium; hence, ideally its communication ought 
to be mass-oriented, i.e. based on the speech of the masses. The 
mixing up of two styles-literary and colloquial-was a characteristic 
feature of its language. Later, the other periodicals also adopted this 
style. But after Independence, with the expansion of area, scope 
and activities, the press has been hard pressed to make its verbal 
dimension as popular as possible. The problems of translation and 
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transliteration of English terms and their standardization in the general 
structure of the language have been distorting the newspaper register 
beyond comprehension. It involves the journalists in literary exercises 
to explore linguistic resources equivalent to English. In the process, 
the language of journalism is being loaded with large amounts of 
Journalistic clichés and becoming technically different from the 
common standard variety. But in this context one thing that is 
remarkable is that the so-called journalistic style is generally used in 
respect of international-national news items, whereas the local news 
appears in the natural style. It shows that the Oriya journalism is 
largely dependent of English and has not been able to acquire a 
standard of its own. 


The Oriya prose used in writing technical subjects is yet to 
achieve its identity and effectiveness. It is being decried by the English 
protagonists and suspected by its own zealous supporters as 
unworthy and incapable of carrying and delivering the load of 
knowledge in science, technology and other sophisticated subjects. 
These views are neither entirely based on prejudice nor absolutely 
false. The language actually needs reorganization and reorientation 
of its existing resources and additional inputs from outside sources. 
First of all, it should derive its own technical terminologies or borrow 
the originals rather than translate or Oriyanize the jargons. No 
language is beyond improvement. The language is not to be 
condemned for the faults and failure of its users. The purists and the 
chauvinists pull it to one extreme and the fake nationalists and the 
pseudo-natives push it to another extreme. In fact, it needs the careful 
handling by persons with vision and open minds. Oriya language 
needs such persons in the area of technical writing in its prose. 
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The Sanskritic Background 
Legacy of the Gitagovinda 


Many people interested in the genealogical discoveries of 
our old literary personalities advance a challenging theory on the 
Orissan Origin of Jayadeva, the creator of the Gitagovinda (GG). 
Be that as it may, irrespective of its author’s origin and milieu the 
GG has had a significant place in the literary and cultural history of 
Orissa. No better substantial evidence is needed to prove it than the 
fact that it has been the favourite book of Lord Jagannatha, who 
ritually listens to a portion of it daily. The earliest record of the 
introduction of the GG in to the temple liturgy are available from the 
following sources: 

(1) Tha Madala Panji, the Jagannatha temple chronicle, records 
that the king Kavi Narasimha (whome W.W. Hanter identifies with 
Kesari Narasimha , 1282 — 1317 A.D.) inaugurated the GG in the 
liturgy of the temple (‘x Madala Panji, Prachi edition, p.36) 

(2) An inscription of Kapilendra Deva (1435-67 A.D.) at Puri, 
dated 12" April, 1450, “records an order for the performance of 
dances at the time of Bhoga from the end of the evening Dhupa up 
to the tume of Barasingara (bed-time). It refers to a number of dances 
from Telengana and that besides dancing four Vaisnava singers will 
sing Jayadeva’s Gitagovinda.” 

(R.D. Banarjee — History of Orissa, Vol.I, p.300-301) 

(3) AAninscription of Pratapa Rudra Deva (1497-1540 A.D.) 
incised on the left side of the Jayavijaya door way in the temple of 
Jagannatha, dated, 7" July, 1499 A.D., records that ‘On Wednesday, 
the 10" of the bright fortnight of Karkata Samasta Anka year 4 of 
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Maharaja Sri Pratapa Rudra Deva, the hero, the best of warriors. 
the illustrious Lord of elephants, the Lord of Gauda, the Lord of 
Navakoti-Karnata and Gulbarga, on the authority of His Majesty’s 
command (it is ordained as follows): 


‘The Gitagovinda of Bada-Thakura — this will be played at 
the time of offering of food to the deities. This will (also) be played 
from the close of the evening incense-burning ceremony upto (the 
time of) the principal (dressing ceremony). 


‘The troupe of dancing girls of Bada-Thakura, the dancing 
girls provided by king Kapilesvara, should not learn any song other 
than the Gitagovinda of Bada-Thakura, they should not sing other 
song. No other play will take place before the great deity. 


‘Besides this dancing troupe there are four Vaisnava singers. 
They will sing only the Gitagovinda. Listening to them singing in 
chorus, the uneducated should learn only the Gitagovinda, they 
should not learn any other song. 


‘If a steward cause other songs to be recited be it known 
he rebels against (god) Jagannath.’ (Translation : Dr. K.B. Tripathi, 
Evolution of Oriya language and script, Utkal University) 

It is significant that in this inscription the GG which has been 
referred to is not that of Jayadeva, but of Bada-Thakura, alia and 
King Purusottama Deva (1467-1497 A.D.), the father of Pratapa 
Rudra Deva. Actually this GG refers to the Abhinava Gitagovinda 
(AGG), a parallel composition of Kavichandra-Raya Divakara 
Mishra, who being a court poet of Purussotama Deva accredited 
the authorship to the king following the then court manners. The 
introduction of the AGG in place of GG by Pratapa Rudra Deva for 
whatsoever reasons, lasted for a temporary period, because, as the 
legend goes, the Lord Jagannatha himself disapproved the change 
and out of grace allowed only a portion of the AGG to be 
incorporated in the recital of the GG. However, the real fact is that 
Pratapa Rudra Deva was lateron proselytized by Sri Chaitanya, 
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and that possibly effected the restoration of the GG in the Temple 
liturgy. 

All these incontrovertible evidences show that GG gained 
vast popularity in Orissa in the pre-Chaitanya period, probably since 
the 13" century A.D. Consequently it exercised tremendous influence 
on the literary and artistic activities of the people of Orissa. It 
provided to the performing art of Orissa — the Odissi Dance, the 
theme and the dramaturgy; to the art and architectures of Konarka 
and Bhubaneswara, the models and images of sculptures; and to 
the emerging vernacular literature a typical lyric-dramatic genre, the 
technique of thematic treatment of sentiments and the categories of 
Prema-Bhakti. The GG practically swayed over the literary world 
both as a sacred and a sweet work of poetry. As a result of that, 
from the beginning of Oriya literature, along with the emergence of 
epics and Puranas, lyrics came in vogue in multifarious forms and 
metres (Ref. — “Typical Forms of Old Oriya Poetry”, Dr. 
K.Mahapatra, proceedings of the All India Oriental Conference, 
20" Session.) The impact of the melodious and sensuous songs of 
the GG became so pervading that many Oriya writers were not only 
tempted to imitate but also to translate or adapt it in the vernacular. 
So far the following translations and adaptations of the GG have 
been brought to light. 

(1) Gita Govinga — Dharanidhara Das (Middle of 16" century A.D3/4) 

It contains 16 chhandas written in different metres. “The 
language is simple, flowing and melodious” one significant character 
of this work is that it does not contain translations of the initial verses 
Nos.2, 3 and 4 and some other verses of the 12" Sarga. 

(2) Rasabaridhi — Brundavana Das (First decade of 17* century A.D.) 

It contains 20 chhandas written in different metres. It is not 
an exact translation as the author has left out the interpolated verses 
and has changed the order of the verses by beginning with ‘Dasa- 
avatara’ stuti first and then coming to ‘Bagdevata’, 
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“Yadiharismarane’ °Bacapallabayati’ ‘Megheirmedura’ followed by 
the verse *Basantebasanti” 
(3) Amruta Sagara — Dinakrushna Das (1640-1690 A.D.) 

This work depicting the entire Gopalila in 45 chapters 
contains 20 chapter (from 13" to 32") on Rasalila based on the 
GG. lt is significant that the author has cleverly incorporated the GG 
in the Bhagavata both of which were immensely popular during his 
time. 


(4) Arthagovinda ~— Bajari Das (Time of Composition on March 
1674A.D.). 


It contains 27 chapters all written in one metre, the Nabaksari 
Vrutta of the Oriya Bhagavata. 


(5) Gitagovinda — Uddhava Das (1720-1740 A.D.) 
It is also written in Nabaksari Vrutta of the Oriya Bhagavata. 


(6) Gitagovinda — Trilochana Das. 


The author besides giving literal translation has also given 
symbolic interpretation. 


Besides these six works in verse there are three other 
commentaries in prose, which, considering the language style may 
be assigned to the 18" century A.D. 


It is interesting to note that two Oriya poets translated the 
GG into Bengali. There is nothing surprising abput this, since under 
the spell of religious fraternity, the Oriya and the Bengali followers 
of Sri Chaitanya had learnt each other’s language. Many Oriya 
disciples of Sri Chaitanya wrote in Brajabali and there is evidence 
of at least one 17" century Bengali poet, Parasurama Ray, the author 
of Madhava Sangita, (Ref. Dr. Sukumar Sen, Bangla Sahityer Itihas, 
Prathama Khanda, aparardha) writing a poem in Oriya. In 
continuation of that tradition Pindika Srichandana (who flourished 
between 1689-1715 A.D.) composed the Vasanta Rasa in Bengali 
in adaptation of GG and incorporated some songs in Oriya here 
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and there in the body of the text. The other writer is Shyamasundara 
Bhanja, whose Bengali translation of GG is entitled as Basanta 
Kridasamujjala Rasabali. In this work also Oriya words and padas 
are found to have crept into fill up the deficiencies in the author’s 
knowledge of Bengali language. 


It is remarkable that even in the modern period just 30 years 
back Kavi Chandra Kalicharan Pattanayak produced another translation 
of the GG. He rendered the songs into Oriya most faithfully maintaining 
the original “ Vrutta’ and ‘tala’ and presented the book in a dramatic 
form which was staged with ravishing popularity for 500 nights. 


The Oriya translations and adaptations of the GG particularly 
that of Vrundavana Das, Dharanidhara Das and Dinakrushna, directly 
brought in the legacy of that classic work into the world of Oriya 
letters. The foundation of the age of Riti Kavya was laid in the 16" 
century with substantial support from the GG. The origin and 
development of a typical form of ornate poetry in Oriya was 
undoubtedly influenced by the GG. Dr. Mayadhar Manasinha 
reasonably right in the saying that ‘ornate poetry in Oriya is the 
direct product of Jayadeva’s GG. XXX jayadeva’s popular lyrical 
drama, firmly established two poetic ideals before aspirants to literary 
fame: one that poetry should and could be sung; secondly sexual 
behavior in youth is the only and the most fecund source on earth 
for poetic maternal.” (History of Oriya Literature, Sahitya Akademi, 
p. 115). At least three major elements of the medieval Oriya Poetry 
— musicality, eroticism and Prema-Bhakti — were contagiously 
received from the GG. It was equally extolled by the sectarian poets 
as a scripture and by the secular poets as a work of art. It was quite 
natural for the Vaisnavite poets to adore Jayadeva, but, Upendra 
Bhanja, the doyen of the medieval Oriya Literature, who was neither 
a subscriber to the religious faith of Jayadeva or Chaitanya, nor a 
tale-teller of Radha-Krisna lila, believed to have said privately that 
except Jayadeva nad Dinakrushna he did not regard any other writers 
of Orissa worthy of poetic genius. This may not be viewed as just a 
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fanciful legend as at that time Jayadeva and his true Oriya successor, 
Dinakrushna, were widely acknowledged for their musical 
compositions. Hence, Upendra Bhanja, though an admirer of the 
poetic ideals of the Naisadha, made a clever use of the resources of 
Jayadeva and Dinakrusna. The two most attractive features of 
Banja’s poetry — the inherent musicality and the sensuous depiction 
of love stories, were mainly derived from the GG sources. He, and 
the poets of his school, was greatly inspired by the Gita, if not by the 
Govinda of the GG. 

The medieval Oriya Kavyas, whether based on Radha-Krisna, 
Sita-Rama or any fictitious love-story, followed a pattern which is 
more less akin to the GG. Like the GG, an Oriya Kavya is in fact a 
collection of songs, called ‘chhanda’, composed in different metres; 
and like jayadeva the Oriya poets mention at the beginning of the 
chhandas the name of the metre (Vrutta) and the tune (Vani) for proper 
mode of singing. Normally the tune is indicated by referring to the 
musical pattern of the particular popular poem, more often to the 
songs of the GG This sort of structural character of the Oriya chhanda- 
Kavyas possibly developed in imitation of the GG. Besides that many 
of the Oriya metres were derived from the GG. Shyamasundara 
Rajaguru, the foremost Oriya prosodist, has proved convincingly that 
the Oriya metres like Malava, Desakshya, Gujjari, Ramakeri, 
Gundakeri, etc., originated from their prototypes found in the GG. 


The diction of Jayadeva is inimitable. Nevertheless, some 
Oriya poets attempted to cultivate that in their writings and those 
who succeeded to some extent are Devadurlabha Das, Dinakrushna 
Das, Abhimanyu Samanta Singhara, Kavisurya Baladeva Ratha and 
Gopalkrushna Pattanayak. Under its influence Devadurlabha 
pioneered the use of moric metre and ‘Upadha’ type of rhyming, 
Dinakrusna developed a soft and mellifluous diction, Abhimanyu 
naturalized an alliterative and lucide style, Kavisurya boosted up the 
technique of dramatic depiction, and Gopalkrusna imbided the 
lyricism. As for others, the lure of GG was so irresistible that they 
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not only imitated but also inheritingly instilled in their work the choicest 
phrases and lines of the GG. 

Kavyas based on Radha-Krishna theme are found in 
abundance in Oriya. Normally in these KavyasKrishna’s life is 
depicted up to the killing of Kamsa. However, at least five works 
have as their subject matter only the Rasalila episode. These are the 
Rahasyamanjari by Devadurlabha Das, Premapanchamruta by 
Bhupati Pandit, Chhandabhusana by Upendra Bhanja, Shyama 
Rasotsava by Brajanatha Badajena & the Kishore Chandrananda 
Champu by Kavisurya Baladeva Ratha. Although except the 
Champu, the other four kavyas, unlike the GG, deal with Saradrasa, 
still it seems this sort of thematic selection was ventured in the light 
of the GG Another cognizable point in this regard is that in the Oriya 
kavyas the proliferation of the original Bhagavata theme was greatly 
encouraged with the support of the GG. Certain sequences and 
situations envisaged and depicted by Jayadeva in the love affairs of 
Radha-Krishna have been truthfully accepted by the Oriya Vaisnava 
poets as authentic matters of fact. On the other hand the non-vaisnava 
authors too have not spread to utilize these materials in their fictional 
kavyas which depict the romances of earthly characters. In the Oriya 
kavyas one often finds the Nayak as begging for something like 
“Dehi padapallava mudaram” and the Nayikas commanding to do 
something like “Kuru Jadunandana chandanasisiratarena-karena- 
payodhare.” 

A more definite evidence of the legacy of the GG is available 
in the Kishore Chandrananda Champu (KC) of Kavisurya Baladeva 
Ratha (1868 A.D.). The salient features of this work are that — (1) It 
is written in ‘Sangitaka’ form meant for dramatic performances like 
the GG. (2) Its theme is equivalent to Vasanta Rasa depicted by 
Jayadeva. (3) It has 34 songs arranged in ‘Chautisa’ order since 
each song has a particular consonant at the beginning of all the lines 
contained in it. (4) The songs constitute the dialogue of the characters 
which are three in number — Radha, Krishna and the Sakhi. (5) It is 
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designated as a “Champu” because it has both prose and poetry 
portions. (6) Except the 34 songs the whole book is in Sanskrit. 
These peculiarities show that the form of the KC is extremely original 
and complex. The author has blended a number of forms, namely, 
Chautisa, lyric, dramatic monologue and dialogue and Champu. And 
itis bililngual, having Sanskrit interspersed with Oriya songs, and 
again in that Oriya Perso-Arabic words are profusely used. Kavi 
Surya evolved this unique form taking his clues from various sources 
and among them the GG contributed a lot. The theme and the 
characters are equivalent in both the works excepting that in the 
KC the love-sequences.are not so elaborated or accentuated and 
the Sakhi has been named as Lalita and has been portrayed with 
added charm. Radha and Krishna both pine for each other and 
confide to Lalita. But in order to test their sincerity and to intensify 
their longings, Lalita reports each of them otherwise. This trick of 
Lalita enhances the dramatic effect of the KC. The character of 
Lalita certainly marks a development over the character of the 
unidentified Sakhi in the GG, who acts there only as a placid 
ହୁ. This casual comparison sufficiently indicates that the KC 

N8not merely an imitation of the GG but a unique work developed 
on that tradition. 


Finally, we may say that the GG has not ceased to be a 
potential source of inspiration to Oriya poets even of the present 
day. A modern poet like Radhamohana Gadanayaka, owes a lot to 
the GG. The romantic and lyrical strain in Gadanayak has in its 
background the halo of the GG, which has been incessantly 
illuminating the domain of the Oriya poetry for the last five centuries: 
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The Religious Foundation : 
Impact Of The Cult Of Jagannath 


] 

Fora long period, history of Orissa in all of its aspects politics 
orreligion, art or architecture, culture or literature identified itself 
with the history of Lord Jagannath, As the presiding deity of the land 
he became the embodiment of the nation’s adoration and belief. 
The cult of Jagannath became the national religion of Orissa. Although 
Jagannath is originally a non-Aryan god and belongs to the tribal 
Savara Pantheon, Hie was adopted later on successively by all most 
all the religious sects that originated and flourished in India in different 
ages. Thus the cult of jagannath is a composite form of religion having 
many elements welded into one through the long synthetic process 
of evolution. The Vedantist Sayanacharya identifies him with the 
wooden image referred to in the vedic hymn —“‘ Ado yad daru plavate 
sindhoh pare apurusham Tadaravasya durhanoh tena gaccha 
parasthuvam” (Re. Veda, x.155.3), the Vajra-yanist Indrabhuti prays 
him in the beginning of his Jnanasiddhi as “Pranipatya Jagannatha 
sarva jina barachitam — Sarva Buddhamaya siddhi vyapinam 
gaganopama”. (Gaekward Oriental Series I. I Two vajrayana works), 
the Tantras speak of him as “‘Vimala Bhairavi yatra Jagannathastu 
Bhairava” and the Vaishnavas identify him with both Rama and 
Krishna. Almost all the great religious leaders and thinkers visited 
the shrine of jagannath and accepted the deity in the fold of their 
faiths. As a result of this process Jagannathism became the epitome 
of the different Indian cults. Oriya literature of the early and medieval 
periods which was mainly motivated by the religious movements 
reflects this religious heterogenety syncretism and gradual evolution 
of Jagannath as the Supreme Lord. 
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The main religious cults which inspired Oriya literature through 
Jagannathism are Buddhism, Nathism, Saivism, Saktism and 
Vaishnavism. Each of these sects produced some literature in their 
bid to identify Jagannath with the Supreme Lord of their faith and to 
propagate their religious points of view among the common masses. 
Another major factor responsible for the emergence of religious 
literature in Oriya was their all-out fight against Bramhinism which 
monopolized the Sanskrit scriptures. It is said that Jagannath Das 
translated the Bhagavat into simple and lucid Oriya only to satisfy 
the pious desire of his poor and illiterate mother who was refused a 
seat in the audience for the incapability to pay the normal tips to the 
Bramhin commentator of the Sanskrit Bhagavat. So also Balaram 
Das composed his Vedanta sara gupta gita (A treatise on Vedantic 
philosophy) as a challenge to the Bramhin pundits of the Mukti 
Mandap (A scholar’s assembly in Jagannath temple) who condemned 
him for his presence in their assembly he being a non-Bramhin by 
birth. At a later stage the revolt against Bramhinism became a revolt 
against Sanskrit itself. It is remarkable that Bhupati Pandita, a 
Saraswata Bramhin of Northern India and who learnt Oriya only 
after coming to Puri ona piligrimage, wrote in his Prema Panchamrita 
(1696 A.D.) Sanskrit, the language of gods, is no doubt full of Rasa, 
but it is like coconut, very hard to be penetrated and not easily 
acceptable to all; on the other hand, vernaculars are like ripe bananas 
which everybody can enjoy with the least effort. 


It is to be admitted to the credit of the saint-poets that they 
gave a literary status to the modern Indian languages. But religious 
propaganda preoccupied them so much that they were left with little 
scope for displaying their poetic talent in their writings. The major 
portion of their literary activities simply remained confined to this 
exposition of their religious doctrines. Their poetry became only 
philosophical treatises in verse composed in the simple, rustic and 
natural style of the popular speech. 
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The Nath literature which seems to the earliest extant Oriya 
literature consists of purely theological works like Sisu-Veda, Amar 
Kosa gita, Saptanga yoga dhranam, Gorakh Sambada, Siva 
swavodaya etc. The only popular poetical works of the sect are the 
ballads of Govinda Chandra. The gobinda chandra gita composed 
by Yasovanta Das was so captivating that it was also popularized in 
Western Bengal through a Bangali translation. However the 
literatures of the Saiva and the Sakta cults appear less pedagogical 
and posses a lot more of intrinsic literary value. Beginning from a 
short poem like Kalasa chautisa of Batsa Das to the copious epics 
of Sarala Das one feels the poetic upsurge greater than the religious 
pedantry. The Rudra Sudhanidhi of Narayanananda Abadhut Swami 
is a masterpiece of poetic, prose to be classed along with the 
Jnaneswari and the Kirtilata. It is in fact the Kadambari of Oriya 
literature. Dr. M. Mansinha has rightly said about the book “It is 
unique for its creativeness, artistic execution and romantic 
imagination. It combines in itself is beautiful harmony, romance and 
austerity ascetion and seniorjess classical dignity and romantic 
freedom.” (History of Oriya literature) 


The literature of the cult of Jagannath (which mainly consists 
of the writings of the Panchaasakha, namely, Balaram Das, Jagannath 
Das, Achyutananda Das, Yasovanta Das and Ananta Das) was 
based ona rigid ethical background as the cult itself. The myths and 
legends connected with Jagannath are not only sparse but also do 
not contain the genesis of any sensitive or sensuous theme. His 
Buddhist followers never speak of the sexo-yogic practice of 
Vajrayana or Sahajayana, His Saivite and Sakta followers never 
qualify him with the gross and popular activities of Siva and Sakti 
and his Vaishnavite followers instead of relating the amorous lila of 
Radha and Krishna in Vrindaban interprete these topics 
metaphorically in the human body in the context of “Pinda- 
Bramhanda-Vada”. A sensational episode like Rasa-lila has been 
described by Acyutananda Das in his Nitya-Rasa in terms of yogic 
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esoterism. Poets like Sarala Das and Chaitanya Das condemn the 
love dalliance of Krishna as most unethical and immoral. Both the 
Buddhist and Vaishnavites of the Orissan band very consciously 
discarded the sahajiya practice of taking a Female Force (Mudra) 
inspite of the Tantric substratum of their religious doctrines. As a 
result of this streak of Puritanism and spiritualism the ‘burden of the 
Nilachakra has been rather heavy on the religious literature of Orissa. 


It is only at a later stage after the death of Sri chaitanya, (1534) 
when due to a split between the Orissan and the Goudiyan land of 
Vaishnavits sectavian rivalry became tense that each of the sects 
developed the literary medium as a powerful instrument of operation 
against its opponent and at that point some really god poetry was 
produced with religious fervor. At that time even a Jagannathite poet 
like Purushottam Das portrayed the heroic Lord of the ‘Kanchi- 
Kaveri’ tradition as the love-lord Srikrishna dallying with Maniki, a 
cowhead woman out to sell curd on the banks of Chilika Lake. 
Jagannath was identified with Krishna from an earlier period, Sarala 
Das in his Mahabharata traced the origin of Jagannath to the unbrunt 
corpse of Srikrishna. According to him because of the sins committed 
by Srikrishna in his affairs with the gopies his body could not be 
consumed by five. It was thrown into the sea. That corpse reached 
the shores of Puri in the form of a log of wood from which the image 
of Jagannath was carved out, it assuming the form of Buddha- 
Narayana. Thereafter he was conceived as Buddha, Nirakara, Sunya 
Purusa, Purushottama — characteristically very much opposed to 
Srikrishna of the Dwapara Age. Even in Ganesh Bibhuti Tika the 
author Bhupati Bhanja treats Radha as the sister of Krishna with a 
view to cover up their erotic image under the shades of Buddhist 
fraternity. But the impact of Jayadeva’s Gita-Govinda and the 
popularity of Gopal-Krishna established by Chaitanya and his 
followers became so overwhelming under the royal patronage of 
king Prataparudra Dev (1497-1540) that it inspired many 
jagannathites to accept both Srikrishna and Srichaitanya as the 
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incarnations of Jagannath and to sing the song of Radha-Krishna as 
the lila of Jagannath. Thus in the wake of sectarian rivalry Jagannath 
again emerged in the form of Gopal-Krishna and with that the ‘waves 
of delight’ (Dinakrishna Das’s Rasa-kallola as translated by John 
Beamer: Indian Antiquary, July, 1872) came rising on the dry world 
of medieval Oriya poetry. 

H 


The religious literatures in Oriya may be classified into several 
categories on the basis of their form and content. The saint-poets 
developed certain typical forms and genres of poetry. B.C. 
Majumdar has very aptly remarked in the Introduction to the Typical 
Selections from Oriya literature, vol.I (Calcutta University) “It must 
be admitted to the credit of the literary genius of the country, that 
some forms altogether peculiar to the Oriya literature are met with 
from the earliest time onwards.” For a proper assessment of their 
literary virtues we may classify their writings into various categories. 
1. Translation and transcreation of Sanskrit scriptures — 


The Mahabharata of Sarala Das, Dandi Ramayana of 
Balaram Das, Bhagavata of Jagannath Das and Harivamsa of 
Achyutananda Das are the four major works of transcreation. These 
authors have recreated and interpreted the original themes according 
to these sectarian faiths and under the influence of the cult of 
Jagannath. Sarala Das’s Mahabharata is designated as a national 
epic of the people of Orissa. 

The translations include the Puranas, Dharma Sastras and 
the theological works of different cults. Jayadev’s Gita-Govinda has 
the maximum number of translated versions, and so far ten have 
been brought to light. 

2. Liturgical Works — 

Almost all the sects produced their own liturgical works 
deal mainly with the form and image of the deity, modes of worship, 
description of religious rites etc. 
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3. Theological Works — 

These works deal with cosmogonical and cosmological 
accounts and theories of yoga. These are written mainly in the 
following forms: 

(a) Gita — Gitas are the books embodying philosophical dialogues 
and discussions between a preceptor and his disciple. These are 
written in imitation of the Bhagavat Gita and like Srikrishna the Guru 
tries to convince the disciples with the merits of his creed and faith. 


(b) Samhita — Although Samhita means compilation of vedic texts 

into codes, the Samhitas in Oriya are original 
compositions and in them the authors have compiled various views 
about the still more original religious of their own. 


(c) Sambada — Sambada means information, report. In this form of 
Oriya works two or more persons through their discourse report 
and detail the intricauies and mysteries of a thological thory. 
(d) Nirnaya — Nirnaya means deduction, inference or decision. Ina 
Nirnaya form of work the author comes to a logical conclusion or 
an apt decision after taking into consideration the pros and cons of 
a difficult matter. 
(e) Patala — Patala means part of a division. The chapters of the 
Tantric texts are called patala. Some works in Oriya are divided 
into a number of patalas and the works are entitled according to the 
number of patalas they contain. 
(f) Ogala — Ogala means barring progress, restraint. In the Ogala 
form of poetry there are very knotty question and quizzen and their 
answars. 
4. Biographical Works ~ 

These depict the life and time of the great religious leaders. 
Out of ten of these books available so far five relate to Srichaitanya. 
Some of these works vary with the accounts given in the biographies 
of Srichaitanya in Bengali and therefore are very important for the 
shidy of medieval Vaishnavism. 
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5. Ballads and Votive Tales — 


These works mainly depict the miracles of God and moral 
lesions. Besides the batlad of Govinda Chandra, the other Somanatha 
Brata Katha, the story of Ta poi, Deula Tola (the ballad of the temple 
of Jagannath by Nilambara Das) Bata Abakasa (by Balaram Das) 
and Panas Chori (staling of Jack-fruit by Jagannath Das) 


6. Prophecies — 


These are entitled as Malika and contain predictions about 
the feature The Age of Kali. The authors always 
suggest in conclusion some way out for the benefit of their followers. 


7. Mahatmya — 


Mahatmya means greatness, majesty or importance. There 
are books on.the months like Magha, Vaisakh, Kartik, places like 
Puri, Prachi and days like Ekadasi etc. Besides such type of works 
here is also a book on Nirguna Mahatmya by Chaitanya Das which 
deals with Sunya- Veda, Kaya-Sadhana and Jnana- Yoga. 

8. Prayers and hymns — 

There are four types of such poems — Stuti, Stotra, Bhajana 
and Janana. Stuti and Stotra are synonymous and mean eulogy or 
hymn. Bhajana means to recite repeatedly the means of a deity. 
There are musical and during ritualistic festivals are sung ina chorus 
led by one singer accompanied by a particular instrument called 
‘Khanjani’. Janana means to let one know, to make one acquainted 
with one’s condition. It is a kind of ‘ Vijnanpti’ mentioned in the 
Vaishnavite scriptures and is also likewise threefold: disclosing the 
misery, putting for the desires and praying for their fulfillment (Ref: 
Bhakti Rasamrita Sindhu: “‘Samparthanatmika, dainya bodhika 
lalasamayi, ityadir bibidha dhireh krishne vijnapti ririta”). Jananas 
are also musical but they are more effective in solo performances 
than in chorus as they are extremely personal in nature and the main 
sentiment in them is of sorrow and sufferings. I cannot restain myself 
from here as an example the Sarpa Janana of 
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Kavisurya Baladev Rath in which he proves by all means Lord 
Jagannath to be a snake. The most interesting and funny element in 
that poem is the reproachful sprit in which the Lord has been 
approached by a most sincere devotee. 

9. Lyrical Works — 

(a) Chautisa — This is the most popular form of poetry 
in Oriya literature. The main characteristic of this form is that it is 
composed in alphabetical order taking the thirty-four consonants in 
regular succession as the initial letter of each line. Letters like 

kshya, w are represented by na, ana, 
thana, la, kha or cha and ba respectively and differences among the 
three sibilants are nor observed. In the early period chautisas were 
composed ina single metre and they contained thirty-four quatrains. 
In later periods experiments were made to make the form attractive 
in several ways. Upendra Bhanja wrote a chautisa having only six 
stanzas, Yuba Bhanja wrote a chautisa applying seven different metres 
in successive stanzas, Bhima Bhoi wrote another keeping the 
alphabetical order in a reverse way that means beginning with kshya 
and ending with ka and Kavisurya Baladev Rath wrote his Champu 
having thirty-four poems, each poem having one consonant as the 
initial letter of the metrical line. 


(b) Koili— Koili is a special genre of chautisa in which the bird 
cuckoo is addressed as a captive listener to a monologue. The 
cuckoo here can be compared with the bee of the Bhramara Gita of 
Bhagavat or with the .........cecereceeeceevons of the Sanskrit Duta- 
Kavyas like Meghadutam or Hamsadutam. The koili poems are 
composed in the chautisa order except the Baramasi koili of Sankar 
Das. 

(c) Sodasa ~ These are like chautisas written in an alphabetical 
order, the lines having the sixteen vowels as their initial letters. These 
letters are short and long a, I, u, ru, lu and e, ai, 0, au, am, ah, an. 
Upendra Bhanja names it as Sodasendu. 
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Some writers have combined Sodasa and chautisa to evolve another 
form known as panchas varna Niyama or the Fifty Letters’ order. 
(d) Poi — In a book of Poi each idyll is called a poi and the 
book is named after the number of Pois it contains. The peculiar 
characteristic of this form is that the number of stanzas in one idyll 
and the number of letters in each line of the stanzas must agree with 
the number of Pois the book contains. In the case of the book entitled 
Pachisi Poi there are twenty-five idylls, each having twenty-five 
stanzas, and each line of the stanza (stanzas being only couplets and 
not of a complex metre) having twenty-five letters. In some of the 
Poi form of poetry one finds extra stanzas composed ina different 
metre either prefixed or suffixed to the Pois. 

(e) Chaupadi — It sometimes means quatrains or stanzas with 
four lines and sometimes poems with four stanzas. The Chaupadis 
of Salabeg, a Muslim devotee of Jagannath, are very famous in this 
clan of poetry. 

(0 Boli — The word ‘Boli’ means sayings in song. The best 
specimen: of this type are the Bala-Boli of Balaram Das and Alankar 
Boli of Dinakrishna Das. 

(2) Padyavali — Padyavali is the same as padavali in Bengali or 
Brajabuli. In Oriya literature these are better known as Odissi songs 
and are usually sung in the recital of Odissi dance. 

It is to be noted here that a good number of Oriya poets also 
composed Padavalis in Brajabuli. 

10. Kavya — 

The medieval Oriya religious poetry attained the highest 
magnitude of perfection inthe Kavyas written on the episodes from 
the lives of Krishna and Rama. The main theme of the Krishnites 
consists the lila at Vrindaban with Radha and other cowhead girls, 
exodues to Mathura and remorse for the love of Gopies. There are 
at least five kavyas only on the theme of Rasa-lila. The Orissan 
Band of Vaishnavite poets name the unknown Gopi of the Bhagavat 
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whom Krishna took away during the Rasa-lila as Brundavati. The 
Gaudiyan land depict a debate on Bhakti and Jnana between Ucddha 
and the copies during the former's visit to Gopa as a messenger of 
Srikrishna from Mathura. However, the Ramaites never so overtly 
proffessed their sectarian superiority complex in their writings. 


The Kavyas are called ‘Chanda’ as they are subdivided 
into several chandas and each chhanda is written in a separate 
chhanda or metre. The beginning chhanda is called ‘Mangala 
Charana’ and it contains prayers to the Lord of the poet’s creed 
indications about the theme and style and praises for the sympathetic 
critics. The poet invokes his Lord in the beginning and at the end of 
each Chhanda. The last chhanda usually reveals the personal records 
of the poet — details family and his birth place, his philosophical and 
religious views. 

The Chhanda Kavyas in the ornate genre emerged as a direct 
product of the influence of Jayadev’s Gita-Govinda. Sex and sheer 
dictional tapestry became an integral part of poetry. Kavyas began 
to be written with one initial letter as Rasakalola of Dina Krishna 
Das has ‘Ka’- initial, Shyama Rasotsava of Brajanath Badajena 
has ‘sa’ — initial and Kala Kautuka of Upendra Bhanja has both’Ka’ 
— initial and final. In a way the architecture and sculpture of Konarka 
and Bhubaneswar were reflected in the Oriya Kavya literature. The 
dryness of theological polemics of the warring religious sects was 
flooded with a high tide of erotic and ornate poetry. 


mI 


Oriya literature of the medieval period was not absolutely 
sectarian. There were a good number of poets who produced secular 
literature. Kavyas were written not only as the romance of the kings 
and princes but also on the love affairs of ordinary citizens. The theme 
of the Harabati of Ramachandra Pattnaik is the romance of a girl of 
confectioner caste. Sasisena of Pratap Ray is based on a folk- tale. 
Upendra Bhanja, the kavi-samrat of the Oriya literary world and many 
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poets of the courtly order wrote many poetical fictions and lyrics having 
no connection with religion. But inspite of these facts it is to be adulated 
that the religious impetus was much stronger than anything else. We 
may quote here from the writing of Sadananda Kavisurya Bramha 
(later part of the 18" century) to indicate how strong was the religious 
motive in medieval Oriya poetry: 

“Upendra Bhnja may be the best poet with finest sensibility, but of 
what use are his poems when there is no place for the sentiments of 
Krishna? Dinakrushna Das may be a good poet but he does not 
know the marvels of Krishna cult. Bhupati Pandita is just a bee in 
the ocean of Love of Krishna. Let us not talk of other poets who 
are just like potters but vie with Bramha as creators.” (Jugala 
Rasamrita Bhaunn) 
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Western Influence the Nineteenth Century 
Foundation 


(A) The Historical Background 


The Oriya literature emerged in a changed form and spirit in 
the latter half of the 19" century. This happened obviously due to 
the influence of the western literature. Certain historical factors were 
responsible for channelizing and permeating this westerly influx of 
literary ideas and trends into the age old literary tradition of Orissa. 
Those may be enumerated as follows: 

(1) British Domination : 

The European traders, first the Portuguese in 1514 and then 
the English in 1633, set foot in Orissa. (Ref. Portuguese influence 
on Oriya, K.Mahapatra, Indian Linguistics, Vol.26, 1965). They 
never found the land congenial for their merchandise and other 
activities. Therefore, Orissa remained unaffected of their presence 
and strong establishment in the neighboring areas of Bengal. But 
slowly the course of the history changed. The British traders of the 
East India Company fought the battle of Plassey in 1757 and laid 
the foundation of the British Raj in Bengal. Then naturally, followed 
their scheme of expansion, and in 1803, almost after half a century, 
Orissa came under the British domination. Incidentally, this half a 
century gap of timé is important for historical studies as the advent 
of modernity is linked up with the establishment of the British rule. It 
is precisely due to this fact Orissa lagged behind other parts of India 
in the process of modernization in various fields including literature. 

Consequent upon British domination the English language 
and the European culture assumed important in the Orissan society. 
It happened not so much for cultural reasons than for economic and 
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political reasons. Soon after the incidence of Paik rebellion (1817) 
the people of Orissa began to realize that due to their ignorance of the 
English language they had failed to comprehend the laws of the new 
government and also to establish communication with their new rulers, 
and as a result of that a group of English knowing neuveaux riches 
from Calcutta had taken advantage over them in all spheres. It is 
recorded that during the period 1806-1817 as many as 350 estates 
passed on to the hands of non-oriya landlords and 155 estates were 
grabbed by the Govt. officials. (Ref. Foundation of British Orissa — 
B.C. Roy. PP. 177-80; Correspondence on the settlement, Sec.38, 
W.Eware, Commissioner). Besides this and other facts, the great famine 
of 1866-67 (‘Naanka Durvikshya”) which took atoll of about a million 
of lives, finally made it evident to the people that they had been 
massacred by some unscrupulous officers. At this point all hesitations 
based upon orthodoxy and superstitions were vanquished and they 
were induced to go along with the time. The British government also 
wished and effected acculturation for their administrative conveniences. 
(2) Missionary Activities 

In 1822 two missionary couples, Bampton and Peggs, came 
to Cuttack from Serampore (Ref. A Brief History of the General 
Baptist Mission in Orissa — James Peggs, P.197). The Baptist 
Missionary Society of Serampore under the supervision of Carey, 
Marshman and Ward had by that time translated and printed several 
books and tracts in Oriya. (Ref. The Early Publications of the 
Serampore Missionaries.-G.A. Grierson, Indian Antiquary, Vol. XXX 
II, May, 1903). A new era was ushered in with the arrival of the 
missionaries. Although their main role was to preach religion, it is to 
be reckoned that they revolutionized the cultural life of the country 
through the following four tributary programmes. 

(a) Institutions of schools — Subsidiary within one and half 
years of time they established the first English School at Cuttack in 
1823 and set up as many as 15 vernacular schools. 

(b) Preparation of text books — As their object was to 
inseminate western ideals through education they totally discarded 
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old Oriya poetry texts from the curricula and introduced prose texts 
specially prepared for imparting knowledge in science, geography, 
history, philosophy, grammar and religion. Of course most of these 
Oriya books were the translated versions of their Bengali counter 
parts. However, these books acquainted the young generation with 
a new type of reading and writing. 

(c) Establishment of Printing Press — The Home 
Miscellaneous, Vol.No.556, 1804, records that “A font of types in 
the Orissa Character (being the first in that language is now casting 
under the superintendence of Mr. Carey”. Later on Printing in Oriya 
was carried on at Serampore. But as missionary activities progressed 
in Orissa, a press named The Cuttack Mission Press was established 
in 1837. This press singularly played an important role in the 
production of Oriya books for at least thirty years. 

(d) Publication of journal — Journalism which is an important 
organ of modern literature was started in the beginning by the 
missionaries. They made three successive attempts in this direction 
by publishing the Jnanatunin } 849 under the editorship of C.Lacey, 
the Prabodh Chandrika in 1856 under the editorship of W.C. Lacey, 
and the Arunodaya in 1861 under the auspices of the Christian 
Vernacular Literature Society. A letter from W.C.Lacey to the Govt. 
of Bengal of Dec.20, 1855 asking financial assistance for running a 
magazine in Oriya clearly shows that the main objective before them 
was not only to preach religion but also to educate the masses by 
diffusing modem knowledge. 

(e) Orientation in Education. 

The summum bonum of the traditional education was 
epitomized in the motto “Bhagavatabadhi Vidya”. Only the peoples 
of the higher starta of the society learnt some Persian for gubernatorial 
works. The British Government while consolidating itself on the Indian 
soil realized that for administrative conveniences peoples had to be 
properly educated. In 1813 by an Act of the Company the government 
was involved in the orientation of education and an annual grant of one 
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lakh of rupees was sanctioned for that purpose. In 1823 the General 
Committee of Public Instruction was formed for better implementation of 
the government policies conceming education. The main problem with 
whichit confronted was whether Sansknt or English had to be emphasized. 
Macaulay as the president of the Committee gave the final verdictin 1835 
in favour of, English. He formulated the famous ‘Downward Filtration 
Theory’ which envisaged creation of a class of English educated persons 
who would be physically Indians, but mentally Europeans. Lord Bentick 
accepted this view in principle and the English education gained ground in 
India. As a result of this development the Government started its first 
English School in Orissa at Puri in 1835 and took over the missionary 
managed English charity School at Cuttack in 1841. 

However, the policy of the Government changed soon. AS 
advised by the newly formed Bengal Council of Education. Lord 
Hardinge went in favour of establishing parallel vernacular school in 
1842. These schools were called ‘Hardinge School’ and out of total 
101 schools 8 were allotted to Orissa. Then came ‘Wood’s Despatch’ 
in 1854 which recommended payment of grants-in-aid to the private 
schools. This gave an impetus to the opening of more vernacular 
schools. Expansion of modern education in Orissa finally culminated 
in the foundation of a collage in 1868. From an humble beginning 
with only six students in the F.A. Course this collage became the 
premier institution of higher education in Orissa in 1876 and was 
named after the then commissioner Sir T.E.Ravenshaw. 


(3) Orientation in education necessarily meant reorganization of 
curricula. Therefore, with the establishment and expansion of modern 
schools, it became imperative on the part of the educationists to 
prepare and provide suitable text books. The Baptist Missionary 
society (Serampore) and the Calcutta School Book Society (1817) 
did a creditable job in this direction. Those text books besides 
providing knowledge in divergent disciplines also enriched the 
vernaculars as the media of instruction. Oriya language did not gain 
much on this score in the early phase because of the following reasons 
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— (a) There were neither competent English knowing native writers 
nor Oriya knowing missionaries. (b) Most of the books were 
translated (or transcribed?) from the Bengali versions. (c) As the 
number of the schools and Oriya students were very few use of 
Bengali books was favoured from the commercial point of view. 


It is only in 1842 the Cuttack School Committee get an 
opportunity to have their say on this matter and on its 
recommendation Mr. Sutton and Mr. Biswambhar Vidyabhusan were 
entrusted with the work of preparing some oriya texts. Still the 
situation did not change much. It is significant that in 1857 Dr. Roer, 
the first inspector of Schools for Orissa, had to write strongly to the 
Government for early substitution of the Bengali books with Oriya 


books (Ref. General Report on Public Instruction in the Lower 
Provinces of Bengal Presidency, 1857-58, PP, 116-118) 
However, from 1857 onwards more Oriya writers were 
involved in the job and in the 70s it was found that the latter-day 
makers of the modern Oriya literature were practicing their hands in 
writing textbooks. The modern educational system and its text books 
implanted in the minds of the rising generation new value of literature, 
acquainted them with new forms and diction and inspired them to 
filter down their knowledge through creative writing. A cursory look 
at the syllabus for the Entrance Examination of the Calcutta University 
in 1859, which included in English besides others the Iliad and the 
Aeneid, in Sanskrit the Raghuvamsa and the Kumarasambhavam , 
in Bengali Jiban Charita, Shakuntala and Mahabharat, in Oriya 
Hitopadesa, provides a clue to prove how an Entrance passed 
Radhanath Rai could write the first modern epic in Oriya. 


Subsidiary Factors :- 


(4) Official Language Issue. 


In 1837 the Government promulgated an Act (No.29, 
Sec.2) for absolute use of regional language in official spheres in 
place of Persian. Mr. Henry Ricketes, Commissioner of Orissa, took 
active measures for introducing Oriya and directed the officials to 
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culture a chaste and perfect style, properly punctuated sentences, 
and good orthography. He insisted on spreading modem education 
among the Oriyas and appointing more and more of them in 
administrative services. This Act and Mr. Rickets attitude gave some 
impetus to the formation and development of a literary Prose style 
in Oriya. 

At this point, another factor arising out of the official 
enactment proved more effective for hastening up modernization of 
Oriya Writings. The use of Oriya in administration naturally 
handicapped many Bengali officials serving in the Orissa Division. 
They, in order to protect their position linguistically, pleaded that 
Oriya is just like a dialect of Bengali and as major and advanced 
Janguage Bengali should be retained in Orissa. It ensued a bitter 
controversy. The Oriya protagonists being conscious of their 
deficiencies made concerted efforts for enriching the language and 
by 1869 they succeeded in establishing its viability by producing 
some original texts in prose. 


(5) Influence of the Bengal Renaissance. 


Leaving aside the age old history of naighbourly relationship 
between Bengal and Orissa we find that both the regions were closely 
tied together under the British rule till 1912. Calcutta was then the 
focal point from where westernization spread throughout the country, 
and as such Bengal was ahead of all to receive that. The Benga! 
landlords, government officials and school teachers brought with 
them the western trends into Orissa; the domiciled Bengalies and 
the neophyte Oriyas received that and then passed on to others in 
the process of downward filtration. It may be mentioned that in 
every sphere, even in the language controversy, the domiciled Bengali 
Community was in the fore front of the Oriyas. 


The Bramho Samajists took the lead in the latter half of the 
19 century and contributed immensely to the process of the 
modemization in Orissa. From the arrival of Ishan Chandra Basu in 
Balasore in 1855 Orissa came in contact with the Bramho Sama]. It 
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was subsequently strengthened by the establishment of Adi Bramho 
Samaj at Cuttack in 1864 by Devendranath Thakur and the formation 
of the Utkal Bramho Samaj in 1869 under the leadership of Prof. 
Haranath Bhattacharya. Among many others three of the Oriya 
Prosclytes — Pyari Mohan Acharya, Madhusudan Rao and 
Vishwanath Kar — surfaced as the harbingers of a new social and 
cultural order. 

As a part of the legacy of the Bengal Renaissance the ideals 
of the modern Bengali literature postulated by Iswar Chandra, 
Bankim Chandra and Michael Madhusudan etc. were also 
transmitted to Orissa, through ‘the above process of cultural 
convergence. Many of the modern literateurs of Orissa established 
contact with the Western literature through the Bengali literature. 

We are tempted to quote in this context an excerpt from the 
Utkal Hitaisini of April 16, 1874, the English rendering of which 
shall be as follows: Now a days education and culture are spreading 
in Orissa in such a manner that it makes an Oriya Babu hardly 
distinguishable from a Bengali Babu. The elderly people are of 
opinion that now the Oriyas are becoming Bengaliazed and the 
Bengalies are becoming Europeanized. 

(6) Emergence of Nationalism. 

The people of Orissa awoke from the graveyard of the 
‘Naanka’ famine of 1866-67 with a determination for self —assertion 
in the new socio-political conditions. Their constructive activities 
were channelized mainly through the following three organs. 

(a) Press — After 30 years of the establishment of the first press 
in Orissa by the missionaries the first ever native press came into 
existence in 1866. But in the next 30 years the number went up to 
15 in a net work covering the whole region. 

(b) Journals — With the establishment of printing presses 
publication of journals was greatly facilitated. The first native journal 
the Utkal Dipika appeared inAugust 1866. By the end of the century 
as many as 60 other periodicals flourished, though many were short- 
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lived. These journals were devoted to a variety of subjects — politics, 
religion, education, social reform, community interest and so on. 
But some of them were purely literary, and on this aspect the role of 
the following four is historically noteworthy — Utkal Darpana (1873) 
Utkal Madhupa (1878) Utkal Prabha (1891) and Utkal Sahitya 
(1897). In short, the modern Oriya literature was created, evaluated 
and established in the pages of these journals. 

(c) Associations — The upheaval of community consciousness 
after the language controversy and the famine was manifested in 
the formation of a number of abociations with various objectives. 
In total 82 of such organizations came into being during the last 32 
years of the century. Among them the most remarkable on the 
literary front were the following: (1) Utkal Bhasa Unnati Bidhayini 
Sabha, 1866 (2) Utkal Bhasoddipini Sabha, 1867 (3) Cuttack 
Debating Club, 1869 (4) Oriya Talapatra Uddharana Company, 
1877 (5) Utkal Sabha, 1877 (6) Utkal Sahitya Sammilani, 1886 
(7) Alochana Sabha, 1893. All these divergent organizations 
anticipated the emergence of the two national bodies, the Utkal 
Sahitya Samaj (1902) and the Utkal Sammilani (1903) at the dawn 
of the twentieth century. 

The Nature and Extent of Western Influence 

The impact of the Western influence characterized the Oriya literature 
created after 1870 with some sharply outlined distinctiveness. These 
may be summarized as follows:- 

(1) In poetry innovations appeared in the theme, form, style 
and metre of the epical and the episodical (long narratives) poems 
and in the lyrical poems new forms like ode, elegy, sonnet, epistles 
etc. were introduced. 

(uw) In prose new genres like novel, short story, essay, belles 
lettres, travelogue etc. emerged and the literary criticism stressed 
on new norms and values pertaining to both theme and style. 


(1) In drama besides change in plot and structure dialogues in 
prose and blank verse come into vogue. 
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(iv) Inall the above three types of writings translations and 
adaptations of the English works added new dimensions. 


The Western influence, in general, was formal and aspectual. 
Excepting a few fanatical, the majority of authors evolved a process 
of assimilating the modernity with the tradition. They did not repudiate 
the earlier tradition but redeemed it from the shackles of religious 
sectarianism and voluptuous aristocracy. What we find new in them 
precisely amounts to projection of humanism, naturalism and 
nationalism in the theme, and simplicity, directness and compactness 
in the style. They harnessed certain western forms but for recasting 
the contents of our classics; they borrowed certain western ideas but 
for revitalizing our heritage. Michael Madhusudan’s Bengali Meghnad 
Badh (1861) and Radhanath Rai’s Oriya Mahayatra (1892) are but 
the modern versions of the Ramayana and the Mahabharata writing 
under the shadows of Vergil, Homer, Shakespeare and Milton. 

The Pioneers of Westernization 

Westernization spread into the Oriya literature ina slow and 
gradual process. Many were the persons who steered its course 
since the days of the missionaries. But the stalwarts who gave it 
some totality and stability are reckonable as follows:- Radhanath 
Rai (1848-1908) and Madhusudan Rao (1853-1912) ushered 
revolutionary changes in poetry, Fakir Mohan Senapati (1843-1918) 
inducted the fiction, Ram Shankar Ray (1857-1913) innovated the 
drama, and Gouri Shankar Ray (1857-1917) and Vishwanath Kar 
(1864-1934) instituted journalism and new criticism. Again among 
these selected few Radhanath stands out as the chief mentor. His 
life and literary achievements present a test case for estimating the 
depth and dimension of the western impact on Oriya literature. 


Radhanath Rai came of a domiciled Bengali family and his 
father was a petty officer (‘kanungo’) in the Balasore Collectorate. 
After having early schooling in the village he studied in the Balasore 
English School and passed the Entrance examination of the Calcutta 
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University in 1863. Next year he was sent to Calcutta for doing the 
F.A. Course, but had to be brought back after a month on account 
of uncertain health. Then he took up the job of a teacher and passed 
the F.A. Examination as a private candidate in 1869. During the 
service career he got promoted as Deputy Inspector in 1872, Joint 
Inspector in 1877 and Inspector in 1892. 


Radhanath began his literary career in Bengali and published 
his compositions under the title of Kavitavali in two parts in the 
years 1868 and 1872. The first part contained 51 sonnets and the 
second part consisted of sonnets and other types of lyrics. Evidently 
Michael Madhusudan’s Chaturdaspadi Kavitavali (1866) inspired 
this adventure. His next attempt Lekhavali (1879) had also its source 
in the Birangana (1862) of Michael Madhusudan. 


Radhanath entered into the arena of Oriya literature as a 
writer of text books and prepared books on various subjects, such 
as arithmetic, geometry, mensuration, geography, grammar, 
composition etc. But the poetry text Kavitavali (1876) co-authored 
with Madhusudan Rao and the model question — answer in literature 
(1879) discermnibly displayed his literary talents and confirmed that 
Radhanath the translator of Meghdut (1873) is really a person of 
modern taste and outlook. 


Strange things happen in life and sometimes events of an 
individual life creates epoch in history. Such an event occurred in 
the life of Radhanath in 1879 when he was touring with his higher 
officer Inspector Bhudev Mukhopadhyay. At the first instance 
Radhanath surprised Bhudev with his profound knowledge in the 
western literature, at the second instance impressed him with the 
literary heritage of Orissa, at the third instance Bhudev emphasized 
on the importance of characterization over ornamentation, at the 
fourth instance admonished him not to write in Bengali and on 
hackneyed themes but to write in Oriya and create something new, 
and at the fifth instance related a folk-myth as the plot for a 
prospective poem. In the next year another such instance occurred 
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when looking at a woman figure in the temple of Konark Bhudev 
remarked — “Does not it remind you of Sappho?” Radhanath replied 
— “It reminded you of Sappho, but others say the Greeks built the 
temple”. Bhudev immediately bursted out —“‘But the Greeks certainly 
did not write our Kumarasambhava:” The matter ended there, but 
its repercussions revolutionized the creative sensibility of Radhanath. 
Five years after this encounter, in 1885, Radhanath appeared as a 
creative writer and within ten years of active literary career he 
produced an epic (Mahayatra, 1892) a description of nature (Chilika, 
1890), a satire (Durbar, 1894) and seven narrative poems (Kedar 
Gouri 1885, Chandrabhaga 1886, Nandikeswari 1887, Usha 1888, 
Parvati 1890, Jajati Kesari 1894, Urvashi 1895). 


We will just choose the Chandrabhaga for a sample analysis of the 
impact of western influence on Radhanth. 
The Story: 

On the occasion of Ramabhisek all the deities of Orissa 
came to the temple of Jagannath. An altercation occurred there 
between the sun and the love-god Kamadev due to the violation of 
the order of protocol by the latter. The humiliated Kamadev avowed 
to avenge it at a suitable moment. After a few days that opportunity 
came. One evening Kamadev found the beautiful Chandrabhaga, 
the daughter of the sage Sumanyu and a sea-nymph, was playing 
toll with a ball on the beach. He immediately shot an arrow at the 
sun to excite him and shot another in a different manner at 
Chandrabhaga to repel her. As a result of that the sun came down to 
her the guise of a Bramhin youth and asked for her company. The 
lone girl ran away with repulsion. But as the sun pursued & he 
helplessly prayed her mother. Then a high tide came rushing over 
the shores and vanished her in its fold. The sage Sumanyu realized 
that in meditation and cursed the sun. Suddenly the sun-temple at 
Konarka collapsed to the ground. 

This story reminds us the story of Apollo and Daphne 
narrated by Ovid in the Metamorphosis Book I, Fable XII and the 
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story of the Windsor Forest (1713) of Pope. The main points of 
differences are as follows: 

Daphne's father is the river Penues (the mother of Pope’s 
heroine Ladona is the river Laddon). The cupid became ongry 
on Apollo because of his proudness and shot him with a sharp 
golden arrow that excites and on the other hand shot Daphne 
with another having lead beneath the reed that repels. Apollo 
found Daphne in the morning while she was out for hunting 
(Pope’s Ladona was found playing in the evening). Apollo came 
to Daphne in the guise of a shepherd and pursued her as the 
grey-hound chases the hare (Radhanath compares them with the 
eagle and the barlett bird) Daphne prayed her father and he 
transformed her into a Laurel tree. 

Definitely Radhanath borrowed the plot and the characters 
from the West, but fixed them in our locale and linked them with 
our history and myth. The ruined sun-temple is there on the sea 
shore near the mouth of the river Chandrabhaga. Our mythology 
supports love-affairs between the sages and the nymphs and the 
sun’s descent on earth for love of Kunti. Radhanath created a new 
myth on the dubious history of the fall of Konarka by assimilating 
the myths of the east and the west with an eponymic treatment of 
the name of the river Chandrabhaga. 

The form and the style : 

Oriya literature has a stylized form of narrative poetry which 
was developed through a 300 years old tradition. A look at the 
Chandrabhaga instantaneously strikes that it is something 
unconventional. There is no division of ‘Chhanda’, no metrical 
assortment, no complexity of versification, no prologue ane epilogue 
praising the Pundits and abusing the critics, no ‘bhanita’ declaring 
the name and the ancestry of the author and his patron, and above 
all it is a book not to be sung but to be read. Then as one starts to 
read one feels the simplicity and directness of the language, 
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completeness of the sentences, lack of rhetorical devices and 
ornamentation, use of the common vocabulary, rhyming between 
the penultimate vowels of the lines. There are descriptions of human 
body and natural scene, but these are short and suggestive. The plot 
has ‘sex? in it, but it is not nakedly exposed, and the end is not a 
happy union, but a tragedy. Above all one finds in it a homely 
atmosphere which is created by frequent references to the history 
and the geography of the land. 


Another remarkable feature is the assortment of poetic 
ideas and imaginations culled from both Sanskrit and English 
sources. As for example the following two instances may be cited. 
(1) Radhanath describes that Tara Devi’s feet are reddened because 
of contact with the flowers of the king’s crown. In the 
Kumarasambhava a similar description is found when Kalidas says 
because of contact with the Parijat flowers in the crown of Indra 
Siva’s feet are reddened 

(2) Radhanath describes the graceful beauty of 
Chandrabhaga as wherever she looks, there the flowers are 
showered. It sounds as an echo of the lines of Tennyson’s Maud 
which run as —“I know the way she went/Home with her maiden 
posy/For her feet have touched the meadows/And [eft the 
daisies rosy” 

Radhanath modeled the Chandrabhaga and his other long 
narrative poems not on the ideals of the medieval Oriya Kavyas, 
but in imitation of the form and style of the English Metrical Romances 
like Scott’s ‘Lay of the last Minstrel’ and ‘Marmion’, Tennyson’s 
idylls of the king, Arnollo’s Tristram and Iseuit and William Mom'’s 
Earthly Paradise. Although he was not as audacious as Michael 
Madhusudan to pronounce that “I am too proud to stand before the 
world in borrowed clothes” (Letter to Gourdes Basak, 19.3.1 859 
regarding the drama ‘Sarmista’), one never fails to feel “something 
of a foreign air” about his poems. 


Odia : Linguiste Landscape & Literary Efflorscence 139 


Digitized by srujanika@gmail.com 


Conclusion 

Rev. J. Long wrote in his Review Report on the Publicatthe 
Bengali Language submitted to the Govt. in 1857 that “In tracing 
the rise of vernacular literature in Russia, England, France etc. we 
see that process is translation and imitation of foreign models — 
necessarily so, for men must get new ideas before they can mould 
them —the next step is free and adopted translation, and finally original 
composition”. Following his process, we would say in conclusion 
that by the end of the nineteenth century Oriya literature reached the 
second'stage and right at the turn of the century it strode up to the 
third stage under the stewardship of writers like Fakir Mohan 
Senapati. The story after that is not of transplantation but of 
proliferation; the process is not of borrowing, but of sharing; and 
the question is not of influence but of inspiration. 
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Fakirmohan Senapati 


(a) Sociology of Fiction : 


“I don’t think any of the contemporary Oriya writers was 
as genuine an Oriya as Fakir Mohan Senapati” 


- Pandit Nilakantha Das. 
Fakir Mohan Senapati (1843-1918) is singularly identified 
as an Oriya intellectual who lived consciously and experienced actively 
the life in the 19® century Orissa and wrote about it with honesty and 
goodwill. The 19® century is a very significant time because thence 
before political changes had never affected so much the socio-cultural 
climate of the land. British occupied Orissa in 1803 and wiped out the 
land from the political map of India by amalgamating it in parts with 
the adjoining provinces. The result was twofold: the people of those 
other regions dominated, exploited and influenced the Oriyas; and 
the cultural identity of Oriya people was shattered. Even sinister 
attempts were made to supplant the Oriya language. In the midst of 
economic oppression and cultural humiliation the march of the history 
of Orissa during the life-time of Fakir Mohan Senapati was peculiarly 
wobbly. However, he stood up to the occasion, valiant as he was 
befitting to his title of ‘Senapati’, in the struggle of self-assertion and 
emancipation in the political and cultural fields. Along with his 
contemporary litterateurs he served the cause of the Oriya language, 
but more than others he made his literature serve the cause of the 
Oriya society. The Oriya society was determinant of his fictional 
world and his creative faculty was mainly concerned with the location 
of historical man in the flux and flow of society. 
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The society of Fakir Mohan’s fiction owes its credibility to 
the facts that as a poor and helpless orphan of a decadent aristocratic 
family, a pupil of the half-educated teachers of the ‘chatasali’ and 
‘madrasa’, an employee of the decaying maritime trades, a leader 
of the agitation against the linguistic chauvinism of some Bengalis, 
and as a teacher, an editor a text book writer, and above all. an 
administrator in the rank of Dewan, Fakir Mohan Senapati directly 
acquired facts of life in different forms and spheres for fifty years 
and then portrayed it in his fictions. His materials were men and 
women seen around, events and incidents occurring daily, pleasures 
and plights experienced universally. There might not be the technical 
artistry of remodeling Oriyas in Orissa in imitation of life in Greece, 
Rome, England or America, or of exploring an image of the Oriyas 
through the vision of the European intellect. But there occurs in his 
works and authentic probe of the autochthonous lifestyle of the Oriya 
people. His four novels depict the social, cultural and political scenes 
in an extensive backdrop of two hundred years. The short stories 
numbering twenty focus on specific realities of life and society. 
Similarly, his autobiography and the travelogue in verse present the 
living history of his time, and the poems reflect the feeling of an 
Oriya’s mind. Thus, emerges as a genuine Oriya personality of the 
Rennaissant Orissa in every nook and corner of his literary world. 


Fakir Mohan’s attitude and ideology are the outcomes of 
his participation in the social and political issues of his time. His 
social philosophy is deep rooted in three hundred years of history. 
Orissa lost its independence to alien rules in 1568. Its sufferings 
beginning since then through economic degradation and cultural 
degradation culminated in the form of the great Orissa Famine in 
1867 Those who survived the deluge emerged with a new 
determination to redeem the land and the people from the domination 
of out-siders. The ‘Utkal Deepika’ (1867) as the torchbearer led 
the way on their movement towards reorganization of their mutilated 
land. revitalization of their language, literature and culture, and 
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reassertion of their right in local administration, Since the beginning 
of the movement in 1868 till his death in 1918 for full fifty years 
Fakir Mohan Senapati stood at its centre. He, whose learning at the 
school was measured by the number of lashes he had in a day whose 
education had the only objective of writing petitions in the court, 
whose hands did not touch printed books for fear of loosing cast, 
whose schooling was discontinued for inability to pay fees of four 
annas, whose first means of earning a livelihood was to supervise 
mast-making on the sea-shore, whose career began as a teacher 
with a monthly salary of two and half rupees and who was treated 
by the missionaries as a wicked and unreliable person, by the 
Bengalies as the ring-leader and by the Oriyas as an iconoclast of 
the social system, that man, Fakir Mohan Senapati, by the turn of 
time became an ideal teacher, writer of text books, founder of printing 
press, editor of journal, friend of the English Collector, Vanguard of 
the Oriya language and literature and a high ranking administrative 
officer. The development of the national life in Orissa runs almost 
parallel to the successes in the personal life of Fakir Mohan Senapati. 


Fakir Mohan’s social philosophy is based on both agreement 
and disagreement with the system. In spite of his avowed Oriyaness 
he was just not patent personality in the general pattern of the folks. 
He has no unquestionable support for the social traditions and 
conventions like an average man. He was rather an authentic 
individual. He was neither extremely reformistic nor conformistic in 
his approach and neither traditional nor modern in attitude. His 
observations of the social phenomena are non-dogmatic and 
objective. He was very critical of certain aspects of the society in 
general and personalities in particular. He use to redicule such things 
inwords sharper like polished razor. The rhetories of laughter in his 
time reflect how critical he was of the incongruities prevalent in the 
social order and individual behavior. 

Nextly, the sociology of Fakir Mohan’s fictions is to be 
interpreted in terms of his portrayal of social situations and social 
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beings. The temporal and spatial dimensions of his novels and stories 
are confined to the end of the eighteenth century to the beginning of 
the twentieth century, and to the districts of northern and coastal 
Orissa and some feudatory states. Lachhama depicts the Maratha 
period of Orissa history (1751-1803), other works deal with the 
author’s contemporary period. The time and space are not just 
referential elements, but vital to the theme and structure of plots. The 
social significance of his works is greatly heightened because of total 
integration of plot and characters with the social and cultural setting — 
the milieu. For instance, the plot of Mamu is based on the same old 
Kamsa-Krishna type relationship between a treacherous uncle and a 
virtuous nephew. But here Kamsa’s appearance in the form of Nazar 
Nalabar Das, a member of the historically evolved new ruling class, 
and his activities in the changed socio-political situations are the striking 
features of the plot. Similarly, Champa and Lady Macbeth may be 
made of the same stuff, but the former has a natural place in the Orissan 
context. A character like Champa was a predictable outcome of the 
19" century feudal society. She not only represents her own class but 
also a social trait implicating the other classes. 


Fakir Mohan Senapati is often blamed for introducing too 
many minor characters and portraying them with full details. But he 
was probably doing that deliberately as it is evinced from the self- 
explanation given by him in the context of introducing Gelhei in 
Mamu. His justification was that delineation of a complete picture 
of the society necessitated inclusion of as many men and women as 
possible in the scope of the plot. Nakaphodia Ma, Sadhu Sahu etc. 
are such characters whose absence would not have affected the 
main story but would have certainly kept out some typical members 
of the Oriya society. Fakir Mohan Senapati developed a 
characterology which was never before in the Oriya literary tradition, 
and formed character typologies on the basis of empirical data 
gathered from folk- anthropology. In naming, locating, describing 
physiological features or psychological dispositions, giving historical 
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informations on ancestry or recent status he made his characters typical 
Oriya beings. Besides a few ideal types like Chhaman Athagunth’s 
Saantani, most of them are real-types of character. Fakir Mohan’s 
social idealism was an offshoot of social realism. As a realist he was 
both descriptive and critical in approach and ideal in objective. 


The Oriya society is basically village oriented. Fakir Mohan 
Senapati has largely projected that society in his fictions. 
Nevertheless, glimpses of urban life are flashed in some works. 
Cuttack was then the only town worthnaming and was growing as 
a centre of urban culture. Fakir Mohan Senapati lived in Cuttack 
during 1896-1905.and experienced the emerging new pattern of 
life and values. He observed two new classes of people surfacing 
that society — the nouveau riches and the officialdom. In Mamu, 
Prayaschita and some stories an impression of those people and 
their activities is imprinted. Fakir Mohan Senapati himself was a 
member of that society, but unlike others he did not lose his identity 
in the glare of Westernization. He was not opposed to 
modernization, but he cautioned us by way of exposing its bad 
effects how best we can profit from it without corrupting and 
upsetting our tradition and value-system. 


‘Novel is a form of social enquiry’ (V.S. Naipaul) is aptly 
applicable to the works of Fakir Mohan Senapati. He lived as a 
social being and wrote for his fellow social beings. A sociological 
approach to the study of his fictions leads us towards knowing better 
the writer, the social contents of his works and the influence of the 
society on the literature. He was a great artist and also, a convincing 
interpreter of life. His literatures are great for the sake of art and has 
attracted many for its appreciation. Similarly his works are full of 
sociological interests. Applying the method of content analysis the 
literary critics and the sociologists can greatly benefit themselves for 
objective, systematic and quantitative description of the manifest 
contents of his works. The sociology of literature is a relevant 
discipline for assessing Fakir Mohan’s genius as a man and a writer. 
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(b) Language & Style 


1. Literature is created ‘in and through language’ Setting 
out to discuss the language of Phakirmohan Senapati (PMS) we 
may begin and conclude in one simple statement that he wrote in 
Oriya. But to say that he wrote through Oriya is a significant assertion 
that needs to be explained and established both linguistically and 
historically. 

2. The Oriya literature had a long literary tradition before 
PMS emerged as a writer in Oriya in the 60s of the 19" century. 
Sarala Dasa had explored the strength of the language and had 
employed the vernacular speech of the masses as a viable literary 
medium in the 15" century. Then after the appearance of the saint 
poets, the ‘Panchasakha’, and composition of the ‘Bhagavat’ by 
Jagannath Dasa fully established the language in education, cultural 
and administrative levels. Subsequently, the literatures of the ‘Riti’ 
school shaped its finer from by ornamentation and Sanskritization. 
In the later half of the 19® century Radhanath and Madhusudan 
further refined it by a conscious blending of literary and colloquial in 
choice of words and syntactic ordering in imitation of English. 

Prose writing in Oriya had developed too in ancient and 
mediaeval times in the forms of votive tales, commentaries, summary 
of texts, chronictes etc. and fictional works like ‘Rudrasudhanidhi’, 
‘Chaturabinoda’, ‘Prastabachintamani’ etc. In the modern period, 
besides journalistic articles, essays, text books etc. some fictional 
works in the forms of novel and short story laid the foundation of 
prose as a modern mode of writing. 


Two important problems that confronted the practitioners 
of prose were, firstly, identification of Oriya sentence patterns, and 
secondly, selection of words and forms from the classical literary 
styles and common speech varieties. The pioneering missionary 
writers adopted the English pattern by simply substituting the English 
words with their approximate Oriya equivalents. Its result was that 
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the expressions became clumsy in structure, confusing in meaning 
and unbalanced in style. The credit of perfecting the Oriya prose 
style at that point is given to Madhusudan Rao (1853-1912). He 
organized the Oriya sentence into definite patterns and selected the 
vocabulary derivable and available froin Sanskrit sources. The 
concept of a standard literary Oriya was epitomized in the language 
of Rao, the diglossia of ‘Sadhubhasa’ 

3. The rise of PMS was a turning point in Oriya prose in 
form, theme and language. He bypassed his contemporaries 
Radhanatha, Madlusudana, Ramashankara and Umesachandra by 
inducting plot and characters from folk anthropology and depicting 
them in the ‘non-literary? speech of the folks. By the time he took up 
creative writing seriously, he had realized that the language of literature 
was being consciously made extraordinary and deviant and 
litterateures were thinking that creative writing meant writing in an 
artificial language and knowledge in language meant learning it through 
normative grammar designed in the models of Sanskrit and English. 
The object of the study of grammar in modern schools was as stated 
in the ‘Vyakaranasara’ (1855) of W.C.Lacey, to educate the students 
to write and speak correctly in their own language. In a way this 
education aimed at Sanskritization or Anglicization of vernacular and 
a literary form of the language was evolved in the name of 
‘Sadhubhasa’ PMS has given a fine instance of this system of 
language learning in his autobiography. He writes that his teacher 
used to explain a simple Oriya sentence, such as, 

Kaunasi dinare gotie kaka khandie mansa mukhare dhari 
gotie brukshya dalare basithila (one day a crow was sitting on the 
branch of a tree holding a piece of meat in its mouth) 

In the following manner: 


Kehi anhare eka-gota bayasa khandie pisita pala badanare 
dharana kari eka-gota mahiruha sakhare upabesana karithila 

It was in this spirit Artatrana Satapathi wrote at that time 
his ‘Apabhramsabodhini’ (1891) in which Sanskrit or Sanskritized 
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equivalents of the vernacular words were compiled for the purpose 
of training the students to improve their standard of language. 

Nevertheless, PMS too subcdribed to this type of language 
teaching as a writer of text books. His first book ‘Jiban. Charit’ 
(1866) was a translation of the Bengali book by Iswar Chandra 
Vidyasagar and init he faithfully followed the ‘Vidyasagar’ style 
and language. But he realized the fault and folly of his life when 
Kantichandra Bhatacharya quoted a portion from it in his 
monograph’ Uriya swatantra bhasa nahe’ (1870) to prove his point 
that Oriya was not a distinct language from Bengali. PMS being a 
leader of the Oriya protagonists in that linguistic dispute was so 
much embarrassed that thereafter, perhaps, he became determined 
to write ina genuine form of Oriya, the natural dialect of the masses. 
He attempted it first in translating the Ramayan and the Mahabharat 
for his illiterate wife’s sake and later he perfected it as a viable medium 
of writing novels, stories, belles letters etc. with all kinds of artistic 
and aesthetic innovations. 

4. PMS discovered, appreciated and employed the genius 
of the Oriya tongue. Colloquial Oriya has a typical style of its own 
which is overtly marked in its vocabulary and syntactic structures. 
PMS realized its strength, subtelity and flexibility and adapted it 
with least attraction towards stylization by means of Sanskritization, 
Anglicization or Bengalization. His fictions present to us a micro 
language with a micro grammar of his time. Perhaps, one of the 
important attributes of his fictions is his language. The spiritual import 
of his novels and stories is echoed in the language, and there is an 
imprint of tradition. It is so much a part of the Oriya culture that 
through this medium the theme and characters become endemic. 

We may say that just as the novels of Dickens exalt the 
resources of the 19" century London English, so also PMS’s fictions 
glorify the linguistic resources of the popular Oriya tongue. He fought 
and wona linguistic battle with such resources and proved that Oriya 
was an independent and autochthonous speech of the Oriya people. 
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5. The linguistic-stylistic resources of PMS are reckonable in the 
vocabulary, syntax, morphological structure and evocative style of 
narration. 

PMS’s vocabulary is vast and varied. He was a master 
linguist-cum-craftsman of selection of lexis, formation and derivation 
of words and distortion of conventional semantic codes. His 
vocabulary is classifiable under several categories of lexical items, 
such as, Indigenous (Desaja); Derivatives Primary/Secondary; Non- 
Sanskritic loan (from Dravidian, Perso-arabic, Portuguese, English 
etc.); Cognate froms from Hindi, Marathi, Bengali etc; Analogical, 
Portmanteau, Folk-etymological, idiomatic, Phatic, Oxymoron, Echo 
& Tag types of formations, and names of persons and places. 


As regards, syntax, PMS mostly constructs Simple sentences 
and that too largely of Equational type having no finite verbs. The 
predicate slot is filled in such sentences with adjectival words. The 
other favourite types are Stative/Neutral structures having Past 
Participal forms as the terminal elements. Complex types are rarer 
than compound types of sentences which are structured with or 
without Connectives. 


At the grammatical level PMS creates his idiolect and micro 
grammar by devising rules which operate with flexibilities In the 
colloquial speech. These rules involve selectional norms regarding 
paradigmatic and syntag matic relations. The difference of parading 
matic selections norms would naturally have consequential effect 
upon syntagmatic selectional norms. In PMS’s language an important 
aspect is that his choice of lexis is properly coordinated with the 
morphological processes of a grammar of Possibilities. In this aspect 
he is a great manipulator of ordinary human speech for performing 
magic in verbal art. 

PMS usually performs best in the satirical/humorous vein, 
and laughter is almost rhetoric in his style. His tools and crafts are 
typical idioms, banters, similes, metaphors, allusions, juxtaposition 
of literary and colloquial morphs, depiction of trivial matters with 
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fake gravity, intentional twisted interpretation of the conventional 
meaning of words & saying, parody and irony. 

PMS might have drawn inspiration from Dickens and 
Bankimchandra for his entry into the world of fiction, but instead of 
Just following their footsteps, he proceeded in his own way exploring 
the sidetracks in his land and language. His fictions provide a fertile 
area for stylistic study of Oriya prose. Such an approach to his 
writings would formulate in Oriya a ‘Poetics of Fiction’ and would 
enable us to probe into the issues like language is just not a medium 
in prose, it could be an integral part of the art of writing itself as it is 
in poetry, and it is not to be devalued for denseness of texture, than 
for qualities of clarity and transparency. 
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Gopinath Mohanty 


(a) Profile of an Indian Novelist 


‘The novel is of the West’ declares V.S.Naipul, an Indian 
practitioner in English novel. The novel was not here, nor 
anywhere; but it evolved there. It is anew form of literature which 
must be distinguished from other genres of narratives of the Indian 
literary tradition. 

India had a richer potential for the novel as it had a long 
tradition of storytelling since the Vedic time. But the epic and 
Furanic hangover in our literature was concerned with unchanging 
moral verities and their presentation in a timeless setting, whereas 
the novel emerged and developed in western literature as a form 
of social enquiry, concerned itself ‘more with the precise location 
of historical man in the flux and flow of society’ (Mukherji, The 
Twice Born Fiction). The novelist in the west set out to realize life 
‘here and now’ and added to the writer’s eternal preoccupation 
with portraying ‘life by value’, the portrayal of ‘life by time’ (Forster, 
The Aspects of novel), while ‘thoughtful men in India preferred to 
satisfy the basic hunger for the unseen’ (Naipul the Area of 
Darkness). The Indian writers as well as free thinkers hardly ever 
ventured to probe human consciousness and social reality with a 
perspective that reveals new truths. 

Social life in India is essentially traditional and conservative. 
That is why’, Humayun Fabir states, ‘the novel is a late comer in 
Indian literature. India had to wait for the impact of European literature 
before the novel could emerge’ 
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So, we may say, the beginning and growth of nove! in India is not a 
fact of biological evolution but of a historical development. It has 
been a continuation of Indian narrative tradition as well as a product 
of transmigration of the western form. 


GOPINATH MOHANTY: 
-[- 

Born in 1914, entered the literary arena in 1934, and with 
publication of ‘PARAJA’ in 1945 established himself as a writer 
compelling attention. Between 1945 and 1964- within,a span of 
twenty years he had to his credit publications of 20 novels, 6 story 
collections, 2 dramas, one essay collection, 2 biographies, 3 
manuals on tribal languages, 4 translations and several articles on 
literary criticism. 

His ‘AMRUTARA SANTANA, is the first Indian novel to 
receive the Sahitya Akademi Award in 1955 and he won the Jnanpith 
Award in 1974 on the ‘MATI MATALA’. 


Major works of novel 

Managahirara ca....... 1940 150pp. 
Dadiburha 1944 131 
Paraja 1945 487 
Amrutara Santana 1947 831 
Harijana 1948 306 
Saratababunka gali 1950 66 
Rahura chaya 1952 245 
Sapana mati 1954 295 
Danapani 1955 358 
Layabilaya 1961 358 
Matimatala 1964 970 
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-I- 

Dr. GOPINATH MOHANTY, like all great writers has many 
things typical to himself. It is difficult to identify him in contrast or 
comparison with the image of any particular Indian or foreign writer. 
He is a connoisseur of the style and taste of many famous writers of 
the world and has skillfully appropriated the essence of many literary 
trends and movements. Even if his novel can be categorized as ‘stream 
of consciousness’ novels, the diction and the characters in them have 
their own identity. Even though he is a ‘realist’ the facets of idealism 
is apparently evident in his novels. Though his outlook is modern, he 
has not deviated from the Indian tradition and heritage. Even though 
he is not a confirmed leftist or a dogmatic conformist he never toed 
the line of the Establishment. For these reasons, one can say that his 
style 1s his own, its silent feature being a blending of three different 
urges in him, that of Indianness, modernity and humanism. These 
notions are not really opposed to another, but there is an apparent 
contradiction in achieving these ideals at one and the same time and 
sphere. Leaving sex and politics aside, upholding traditional values 
and concepts, and portraying the simple village life sensitively instead 
of narrating the tantalizing urban life, it is unusual that an Indian novelist 
could be considered as a ‘modern’ writer in the framework of 
prevalent scheme of literary appreciation. In sucha context, however, 
Dr.Mohanty is a rare example. 

-I11- 

The novels of GM presenta total picture of Orissan society 
in its three dimensions — the hills, the villages and the towns, and 
reveal various aspects of human character by manifesting each section 
of the society in its distinctive environment. 

GM)’s novels are significant both for topic and comment. 
More than the form, he has concerned him with themes which have 
relevance to modern existence. In fact, his novels are based not on 
stories or characters, but on the themes which are proposed, 
discussed and settled in the context of some life sketches. 
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The personae of the novels of GM are not the conventional 
hero-heroine types of character. He revitalized and developed the 
characterelogy of Fakirmohan by individualizing the types as they 
were reappearing with the change of time. 


The most important attribute of his novels is language. The 
spiritual import attribute of his novels is language. The spiritual import 
of his novels is echoed in his language. There is an imprint of tradition. 
It is so much impart of the Oriya culture and heritage that through 
this medium the theme and the characters of his novel become 
endemic. After Fakirmohan perhaps none else so successfully 
discovered and appreciated the genius of the Oriya tongue and 
merited the verbal dimension of prose fictions. 

GM is the founder of a new era in Oriya novel. He is really 
an avant-grade novelist who deviating from the path laid out by his 
own elder brother, innovated new form and style, explored new 
areas of life and experience, and changed the notion of novel writing 
from a commonplace literary activity to a masterly work of art. 
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(b) The Aspect of Language 


The rise of novel in Oriya literature developed as a side 
product an artificial prose-style which is nick-named as ‘novel style’ 
This style is overtly marked with distortion of syntax- the predicate 
coming first in order, and selective wordings-preference being given 
to soft sounding, colloquial and emotive expressions. It has neither 
Fakirmohan’s rustic flavor nor Madhusudana’s grandeur, but has an 
aura of romanticism and lyricism. Kanhucharan (1906-94) mastered 
this style and made best use of it as purely referential medium for his 
sentimental delineation of plot and characters. Others, following him, 
just made it hackneyed and fit for only telling stories of love and 
romance. The language, in the process, became an irrelevant aspect 
in novel. 

Gopinath Mohanty (1914-92) spearheading the avant garde 
trend in novel writing in Oriya with the publication of the PARAJA 
(1945) discovered a turning point in the language and style too. 
Perhaps, the most important attribute of his novels is his language. 
Before him none else ever merited so consciously the verbal 
dimension of prose fictions. He led us to realize that the novel like 
the poetry is a verbal art — the plot, the characters, the philosophy 
and everything else that matter in its structure are but reflected ‘in 
and through language’ The views of the 19* century realists that 
novels should represent social and/or psychological reality with least 
possible interference from mediating language, and of the neo- 
Aristotelians ‘that language is just’ one of a variety of elements which 
the writer must dispose up in producing a work ‘or’ an embellishing 
device working to relieve or heighten the other elements hold no 
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good in case of GM whose language recreates reality and 
commumnicates not simply a dead image of outer reality but also and 
simultaneously an attitude towards it (Caudwell: Hlusion & Reality). 


The language, in the writing of GM, is not merely a perfunctory 
medium, it is an operative and dependable vehicle of the theme. The 
spiritual import of his novels is echoed in his language. The topic, 
the environment, and the characters are acclimatized through the 
language. There is an imprint of tradition. It is so much a part of the 
Oriya culture that through this medium the theme and the characters 
of his novels become endemic. The unseen and inexperienced world 
of the novels impress us as a world of verifiable data as the language 
in reference reflects its concrete particularities, what Henry James 
calls — ‘solidity of specification’. For example, the very opening 
lines of the PARAJA makes us feel instantaneously that we are ina 
different linguistic and ethno-cultural milieu. A simple statement like 
the paraja village has ‘kodie-dui’ (22) houses, not ‘baisi’ or 
‘dwabimsa’ at once lets us have this feel. 

After Fakirmohan (1843-1918) GM alone comes next in 
order who has discovered and appreciated the genius of the Oriya 
tongue. Colloquial Oriya has a typical style of its own, which is 
overtly marked in its syntactic structure and intonation pattern, GM 
has realized its strength, subtality and flexibility. We find in his language 
— fusion of the obscure ordinary words saturated with rustic charm 
and the sanskritic words of the elitist speech, spontaneous and 
emotive fragment of expression in preference to well-ordained 
grammatical sentences, composition of longer sentences divided into 
several clausal cadences, and rhythmic recurrence of verbal units. 
At times, as observed in LAYABILAYA and AMRUTARA 
SANTANA, his sentences are paragraphic and without proper 
punctuation. In such instances, the string of clauses and loose 
paratactic sentences are discernible by natural Oriya into national 
contours. It seems, to him, prose does not mean writing only well 
made grammatical sentences. He is free from a false sense of 
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sophistication for sanskritised language and English sentence patterns, 
which have been the bane of Oriya prose writing during the past half 
of the century. 


GM enhanced the importance of novel writing from a 
commonplace literary activity to a masterly work of art, and thus, 
changed the ‘baje bahi’ status of novel to serious texts in the 
intellectual parlour. As in different aspects of theme and form, so 
also in the aspect of language and style he is a trend setter. The 
major aspects of his language are that the language is integrated 
with the context and there is emphasis on the linguistic milieu as 
much as on the social and cultural frame of the themes. GM skillfully 
explored and utilized the linguistic-stylistic resources of the Oriya 
speech of the colloquial and literary varities. A micro-grammar of 
the literary Oriya is manifested in the process of selection and 
derivation of words, formation of phrases and idioms, construction 
of sentences in varied patterns and stylized use of irony, symbol and 
imagery etc. Dr Mayadhar Mansinha has very aptly remarked in the 
‘History of Oriya Literature (Sahitya Akademi) — ‘Here was a style 
stamped with the impress of a unique individuality, with its own ways 
of looking at things, and with the courage to say things in its own 
way. It is a style that is Gopinath Mohanty’s own, and can never be 
anyone else’s. 


The linguistic repertoire of GM’s novels is enriched with the 
resources of three linguistic traditions: The historical literary tradition; 
the ethno-linguistic tradition; and the oral-colloquial folk tradition. 
In each of his works these three streams of verbal style are interwined 
in the texture of the language. As a matter of fact he had competence 
in all the three systems. He acquired the literary tradition both at the 
family level for being the younger brother of the leading Oriya novelist 
Kanhucharan and a student of literature. He became conversant in 
the tribal dialects of south Orissa region as he lived there for a 
considerable period in the capacity of an administrative officer. 
However, by birth he-inherited the colloquial folk tradition, mainly, 
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the dialect of coastal Orissa, and it has the dominant overtone in all 
of his writings. The impact of all the three traditions is felt concurrently 
in his works. Thus, it seems, there exists in his literary world a 
diglossic situation with a three-way cleavage — literary, colloquial 
and regional/dialectal. This is perhaps the reason for which GM is 
not easily translatable, his crafts re non-transferable in toto to another 
language. This is proved in the Hindi version of ‘MATIMATAL’, 
the Bengali version of ‘AMRUTARA SANTANA’ and the 
‘PARAJA’ in English. 


Language is a collective art of expression. There is concealed 
in ita particular set of aesthetic factors — phonetic, rhythmic, symbolic, 
morphological, lexical etc. A creative writer may individualises these 
factors through contrived deviations from the norms followed in the 
prevalent literary trend. GM is such a writer with a very personalized 
language style. A attempt may be made to establish the identity of 
his style for diagnostic purpose. In this context the following types 
of linguistic-stylistic devices are reckonable. 

(0) Vocabulary: Dialectal — Regional/vocational/Communal 

Archaic/Classical/Obsolete Sanskritic (Tatsama, Tadbhava)/ 

Borrowed Derivatives (Primary, Secondary) 


(uw) Sound symbolism: Echo/Ono/Tag/Reduplicative 
(ww) Colour sensitivity 
(iv) Symbol/Metaphor/Archetype 


(v) Idioms/Proverbs/Quotes 
(vi) Intonational/Prosodic/Paratactic/sentence types 
(v1) Rhythm 


(vii) Graphemic transliteration of tonal features 

(ix) Verbal picturisation with concrete specifications 

(x) Direct and immediate rendering of events and experiences 
in Present Continuous Tense 

(x1) Stream of thought stimulated by free associations 
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(xii) Inversion in conventional sequence of word order 
(xii) Compound verbs with specific explicators 
(xiv) Unusual adjectives/modifiers/qualifiers 


(xv) Selectional norms lexis with coreferential relation at 
paradigmatic and synagmatic levels. 


In fine, it may be noted that GM was very very proud of his 
Oriya tongue — its vocabulary and grammatical structure. He used 
to draw a direct lineage between lus and that of Sarala Das’s language 
styles. He was averse to Sanskritised diction and exalted the 
colloquial Oriya speech with determination. It may be said in either 
way that he de — Sanskritised as well as Oriyanised the literary 
Oriya language of his time. He used to name the modern literary 
Oriya with a bit of sarcasm ‘BANGODIA’ to mean that it tends to 
be similar to the Bengali ‘Sadhubhasa’. However, GM’s zealous 
attempt to naturalize the medium in literature has created the problem 
of reading and understanding his fictions for the urban elite readers 
whose natural language is now a form of standard colloquial. GM’s 
selectional norm of lexis entails a lexicon of the Oriya dialects spoken 
by the rural folks in different regions. A time may come for that as it 
has come now for a glossary of Fakirmohan. 
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Trends of Realism in Fiction 


‘Realism’ was coined and conceptualized as a literary 
doctrine in the mid-nineteenth century and became the keyword of 
a literary movement spearheaded by a group of French writers. A 
literary periodical under title Realism was brought out by Edmund 
Duranty in November, 1856. Its echo resounded all over Europe-in 
England, Germany, Italy, Spain, Portugal and Russia, then slowly 
spreaded out to their far off colonies. In India, the novel was born in 
this age of realism. 

Setting out to determine the limitation of realism in fiction, 
we are, at the very start, confronted with a big paradox-how cana 
type of literature which is by name called “fiction’ have anything to 
do with reality? Lexically, fiction means ‘something invented by the 
imagination’ (Webster). In literature, by contrast with other literary 
forms, it means a prose narrative based on an assumption of a 
possibility as a fact irrespective of the question of its truth. Hence, 
for us, fiction should mean the literature that is based not on facts 
what actually happened in a particular condition, but that has 
possibility of happening under the same condition. The realism in 
fiction has for its objectives representation of such actual conditions- 
with factual accuracy, solidity of specification, concrete particularity, 
and transparent references to current affairs. 

Historically, Realism succeeded Romanticism. It emerged 
initially as a counter movement against romanticism. A contrastive 
inventory of the commonest connotation of the two concepts may 
help us to conceive the purports of realism. Let me state that quoting 
F.W.J.Hemmings (1974, The Age of Realism)- The realist is 
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supposed to deal with contemporary life and commonplace scenes; 
the romantic succumbs to the lure of the past and delights in dreaming 
of far-off places. The realist fixes his gaze on the world of men, the 
streets where they jostle and the rooms where they meet and 
converse; the romantic seeks solitude and finds it in nature, in the 
woods, the fields, the lonely seashore and the lonelier mountain crag. 
The realist is drawn in to the social vortex, charts the cross-currents 
of ambition and self interest, is familiar with all the processes of 
getting and spending; the romantic disdains such prosaic 
preoccupation; instead, he idealizes the purer passions and cultivates 
the darker ones, having leanings towards the satanic as well as 
spiritual; whereas the typical realist more specially in France, levels 
passion down to the play of the senses and has no patience with 
intimations of mmortality. The romantic exalts the creative spirit and 
puts his faith in intuition; the realist’s approach to his material is 
detached and analytic. On a strictly literary plane, the value the realist 
sets on stylistic sobriety contrasts with the romantic’s cultivation of 
exuberance and emotive imagery; the former, in short, sticks to prose, 
while poetry remains the authentic, if not the exclusive medium for 
the expression of the romantic mood and the romantic world view. 


Edmund Duranty and his associates taking stock of anti-romantic 
trends in the new writings of the period set out to formularize realism 
as a regular literary doctrine. Their main tenets are as follows:- 
Realism in the first instance means writing about one’s own times. 
Imagination is almost a dirty word, while observation is to be the 
realist’s constant standby- his own observation of the world, and 
the observations made by others that he overhears. A novel should 
contain the barest minimum of invention. In the second place the 
realist is concerned with the study of ordinary men and women in 
society, acting and reacting on one another; not psychological studies 
of exceptional individuals taken in isolation. A particular social class 
should be depicted by means of typical characters, those that seem 
to manifest the greatest number of the features common to their 
class. Thirdly, realism should serve a socially useful purpose. 
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Realism, the periodical, died out after just six issues. But its 
impact lived longer and manifested ultimately in the form of naturalism. 
Jn 1872 ina long article Emile Zola enunciated certain principles 
which besides other things pleaded by realists emphasized the 
freedom of individual authors to say what he feels to say and refuse 
amputation even in the name of decency. He suggested that the moral 
taboos of the polite classes should be deliberately and ostentatiously 
flouted for the sake of exposing the hypocracy of their idealism. The 
central concept of the naturalist movement was absolute objectivity. 
Ofcourse, it did not mean simple copying or photographing. Zola 
used to say that Art is Nature seen through a temperament. It is the 
authors responsibility to observe nature in the right perspective. 
However, the mediating subjectivism should not be esoteric or 
hermitic, but the working of an alert and analytical mind. 


This, in short, is the history of development of the doctrinal 
realism. However, individual writers all over the world subscribed to 
the concept of realism in their own ways. After all, the business of the 
novel, as Forster says, is to represent ‘life by time’ as opposed to ‘life 
by value’ depicted in the epics. The novelists can not but rely on the 
fact of the life observable around him. Therefore, realities form the 
very base-material of a novel, whatever may be the nature and quantum. 
The realist movement was directed towards settling this moot point — 
how much real can be a fiction? On the other way round this point 
leads us to our problem —is there any limitation to reality? 

Hl 

A novel is structured of several elements, the major ones 
being plot, character, milieu and language and style. All these, together 
with what other components a novel may have, condition and qualify 
one another. Looking for realism ina work one has to examine each 
of these elements separately and also in their totality. 


1. PLOT :- 


The topic of a novel is proposed and discussed through a 
case-study, which presented in artistically patterned form and style 
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makes the plot of the work. The constituent units of a plot are a 
few events, some active and some stative, conjoined sequentially 
and causally. The movement of a stative event to another stative 
event through or because of an active event forms the narralive 
part of the plot. The author narrates it himself as an observer or 
employs one of the characters as the narrator depending on from 
whose point of view the narration would produce proper effect in 
interpreting the theme. 


The novels of the realistic genre take plots which would 
reflect realities at the above mentioned structural levels — topic, 
events, conjunctive, features in between events, episodes, role of 
the narrator etc. The objective of the realist writers is to examine 
critically social realities in the context of the plots. Realism is 
categorized as social, critical, idealistic, psychological etc. on the 
basis of the import of the plot. 


2. CHARACTER :- 


The realist novelists developed a characteralogy the 
distinctive features of which are introduction of common persons 
along with or instead of the elitist hero-heroines, full portrayal of the 
so called minor characters, detail delineation of genealogical, 
physiological and behaviourial characteristics, introduction of new 
social-types and class representatives, representation of character 
typology according to new patterns of social significance and 
historically developing natural spirit, individualization of the 
protagonist, focus on action rather than introspection, concentration 
on community psyche than on hero-heroine type or picaresque type 
single characters etc. 


3. MILIEU 


The realism of a novel — its plot and characters- depend 
much on the setting. The events and the characters may be invented 
by the imagination, but they must occure in the real world. Hence 
the realist never pinpoint the actions only nor strait-jacket the 
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characters. They project them in the vast panorama of realities- 
temporal, geographical, social, cultural, ethnological, linguistic etc., 
which constitute the milieu. If the story reflects critical realism, the 
characters display psychological realism, the milieu presents 
documentary realism ina fiction. 


4. LANGUAGE AND STYLE 


The French theoreticians of realism-Duranty, Champfleury 
and Thulie, stressed on the use of simplest possible language in order 
to reach the wider possible audience. They condemned all efforts to 
achieve a melodious style at the expense of simplicity and directness. 
What they had afterwards others felt was that in novel the language 
should not be a source of interest in its own right, rather than as a 
purely referential medium. The prose in novel should restrict itself to 
a descriptive and denotative function of language. Language should 
be transcription of real life- le realecrit (Flaubert). 


Novel is verbal art; everything that matter in it are but 
expressed in and through language. The linguistic milieu is to be 
reflected in the novel to enhance the truthfulness of a story and its 
characters. Realism is greatly achieved with least possible 
interference from the mediating language. The unseen and 
inexperienced world of novel impress us as a world of verifiable 
data as the language in reference imprints its concrete particularities. 
The language is to be integrated in the novel so that it would echo 
the spiritual import of the work, make the characters endemic and 
recreate the material realities. 


Arno Holz (1863-1929) the famous German writer and 
philosopher, collaborating with Johannes Schlaf published in 1889 
a collection of three short sketches entitled ‘Papa Hamlet’ This 
was a demonstration of a narrative technique designed to record all 
observable reality second by second, excluding nothing. The aim of 
this type of phonographic transcription- the author obtruding nowhere 
was to create the illusion of total reality. Later, in 1891 Holz 


164 Odia : Linguiste Landscape & Literary Efflorscence 


Digitized by srujanika@gmail.com 


expounded this method in a doctrinal work ‘Art, its Nalure and 
Laws’ and set a formula: art=nature — x, where x stands for the 
limitation of the medium. It implied that the best efforts of the realists 
should be devoted to reducing the value of x to zero (x=0). Obviously 
the medium referred to here means language, besides form, technique 
etc. This is of course a slightly absurd position taken by the 
theoriticians of realism at the end of the nineteenth century. Never 
the less, development towards such a theory amply justify concern 
of realism with language. 
Il 


Thus, we find that realism means in fiction and how the realists 
work outto reflect it in various constituent units and structural layers 
of their work. 


The craze for realism tempted the more enthusiasts to make 
realism an end in itself and view reality not as the basis but as the 
objective of fiction. But the realists claim for scientific objectivity 
and impersonality is an unattainable ideal in creative arts. The scientist 
deals in a reality external to him. The creative writer, on the other 
hand, however carefully he may observe the real world and transpose 
it in his work, he deals always in a interiorized reality. Everything in 
the world outside has to be filtered through his individual 
consciousness and processed in the matrix of his individual sensibility 
before it can emerge as an individually pattern rendering of the reality: 
originally apprehended. The limitation to realism is set in the creative 
faculty in the author himself. Therefore, realism rising to an extreme 
point in naturalism, declined ultimately in to surrealism. 

IV 
Realism in Oriya fiction begins with Fakir Mohan Senapati (1843- 
1918) whose first novel Chhamana Athagunth (1897-99) reflected 
contemporary social phenomena and portrayed character-types from 
folk-anthropology. Fakir Mohan Senapati wrote with purpose, not 
just for entertainment, but to reform bad conventions, correct 
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unscrupulous gentries and elevate the despised folks. He observes 
in the real world no end to the sufferings of the good people caused 
by the bad guys, but in the fictional world he books the villain for 
due punishment. His technique is to draw from realistic premises 
poetic and moralistic truths. 


The succeeding generation of writers followed his model 
and took up themes originating from social problems, such as, bride- 
price and dowry system, child marriage, widow remarriage, cast 
hierarchy, untouchability, oppression of money-lenders and land lords 
evil effects of western influence etc. However, the epic and puranic 
hangover in our literature kept the realists concerned with unchanging 
moral varieties. Also, a society needs to have achieved a certain 
degree of complexity, diversification and internal mobility for the 
realist novel to come in to being. Our writers were neither abstract 
thinkers and theoreticians like Voltair..... etc., nor our society was 
stirred and stimulated as the post-industrial revolution European 
society. Therefore, the facets of realism in our fictions of the early 
period were limited. 

Kahnu Charan Mohanty (1906-) with the publication of Ha 
anna (1935) written on the background of famine introduced a new 
trend of social realism. But later on he kept himself more concerned 
with one category of the undér-privileged- the women. In almost all 
his works a tragic woman character is at the centre. Among them 
there are all sorts of social types- poor, untouchable, illiterate, 
aristocrat, physically handicapped, spinter, widow, prostitute, house- 
wife and so on. A common problem that all of them share is lack of 
freedom to choose one’s own life-partner; cast, cast, economic 
status, social taboos, physical feature, dowry system, male 
supremacy etc. etc. regularly constrain their life style. They feel 
around them the strains of social norms and convention. The society 
wants them to be all videtuous at the cost of their personal likes and 
dislikes. As a result of this system the women suffer throughout their 
life. A typical case is presented in Sasti (1945) where a young widow 
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wants to begin her life anew with her childhood lover after rehabilating 
him socially for the had lost his cast during the famine, but society, of 
which her father a main protagonist, would not allow it to materialize. 
At the end the disillusioned boy marries a fallen woman and the 
helpless widow in utter disappointment begs at the feet of God to 
make her a piece of stone like His ownself. 


A cursory analysis of the sociology of Kahnu Charan 
Mohanty’s novels poses before us a variety of cases of social 
realities, such as, Sania (Sasti) marrying a fallen girls and living a 
castles-creedless life, Kshyanaprabha (Jhanja) taking shelter with 
her blind husband in the house of the man who had once wanted to 
marry her, Nandika (Ka) inducing her husband to take a second 
wife for her alleged barrenness, Ratani (Bhulihuena) forsaking her 
illegitimate child going back to her divorced husband for the sake of 
the child of a co-wife, Maya (Abhinetri) a young widow impersonating 
her dead younger sister to get through a remarriage. These are serious 
topics for a realistic writer. 

Realism in Oriya fiction emerged in an impressive way in 
the writings of Gopinath Mohanty (1914- ). Unlike Fakir Mohan 
Senapati and Kahnu Charan Mohanty he not only concerned himself 
with realistic characterization and plot construction, but also in 
documentation of the milieu and use of language and style. The 
Orissan society is projected in his novels in its three dimensions- the 
hills, the villages and the towns. Gopinath Mohanty has revealed 
various aspects of human character by fully manifesting each section 
of the society in its distinctive environment. The environment in his 
novels may be viewed as metonymic expression of the characters. 
He has capacity to observe realities and describe them in such lively 
freshness that the reader feels as if he is not being told by anybody, 
but he is experiencing it himself. Use of free associations, direct and 
immediate rendering of experiences, creation of new perceptive of 
vision and emotion in repaid succession etc. are some of his devices 
to involve the readers directly in the affairs of his creative world. All 
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on above, his use of language, not merely as a perfunctory medium 
but an operative and dependable vehicle of the theme, reflects a 
greater degree of realism in his works. 

Living aside Kahnu Charan Mohanty and Gopinath Mohanty 
one may draw upa long list of realistic writers headed by elders like 
Kamalakant Das (1906), Raj Kishore Patnaik (1912), Nitryananda 
Mohapatra (1912), Pranakrishna Sama! (1912-59), Jnanindra Banna 
(1916), Surendra Mohanty (1920), Basant Kumari Patnaik (1927). 


Among the younger generation realism has lost its charm 
and significance. They are seeing things from a very individualistic 
point of view. Introspection, not objectivity and observation, is being 
greatly emphasized by them. As a test case we may take up a 
representative writer like Santanu Kumar Acharya (1934). He is 
like Zola a naturalist turned to surrealism. Surrealism, for him, is the 
depiction of a situation rather than a setting forth of a philosophy. It 
is a form of protest against modern decadence which is achieved by 
parading the grotesque, and surprising and outraging our sensibility. 
In all of his works Santanu Acharya has made an attempt to unmask 
the surface gloss and seek the truth. He works on viles of society, 
not as a scavenger, but as a victim of the system which he wishes to 
be better organized in order to make larger room for individual 
freedom within its fold. 

Just for an illustration let me cite a small book called Jatrar 
Pratham Pada (1974). The novel takes for its backdrop the period 
immediately before and after freedom and in the ape of its protagonist 
Mini by the very people she served as a young girl during the freedom 
movement. We have here the inlaid grotesqueness beyond the 
niceties. Her prompt recovery and acceptance of the event is part 
of her growing up. With several such gleanings the novel sharpens 
our awareness of the contemporary situations. 

What we see in Santanu Acharya is perhaps the dominant trend 
prevalent among the contemporary writers. The modern writer is 
out in search of the ‘absurd’ in the drabness of the ‘real’ 
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Strains of 'New Morality' in fiction 


Setting out to examine the moral purport of modern Oriya 
fiction we are confronted with a question on the relation of novel 
and morality. In the discussion of the novel a few questions are more 
frequently raised than questions of morality. In our school days we 
were taught to treat fictions as ‘baje bohi’ The term ‘baje’ has a 
range of lexical meanings, such as ‘inferior, trashy, worthless, 
insignificant, useless, unwanted, unnecessary’, etc. But in the context 
of books it signifies not only an ‘unuseful, uneducative, non-textual’ 
book, but also an ‘immoral’ book. What are the reasons behind the 
formation of such an antipathetic notion against fiction? It is not a 
question concerning the Oriya literature only. Even the great 
Saratchandra was subjected to social condemnation in his life-time 
as a writer of ‘baje’ books. The real answer to his question lies in 
the fact that the fiction as a modern literary genre subsists on not 
immorality or amorality but ‘new morality? 

Fakirmohan exposed in his ‘Cha-man-athaguntha’ the tyranny 
of a landlord over a poor weaver couple and brought him and his 
agents under the clutches of legal and moral justice. That was the time 
when these landlords were the guardians of the society. With all their 
pseudo-love of literature could they have wished popularization of 
such a book among the masses? Does the immorality of the ruling 
class exposed in the book make the book itself mmoral? 


Similarly, the problem of dowry and widow-marriage presented by 
Nandakishore (‘Kanakalata’), trends of nationalism propagated by 
Godavarish (‘1817’, ‘Kankalar artanada’), liberation of women 
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advocated by Kuntalakumari (‘Kalibohu’, ‘Parasamani’), sufferings 
of the young widows highlighted byUpendrakishore (‘Malajanha’), 
or the divisive role of the village touts exposed by Kalindicharan 
(‘Matiramanisa’) do not flout the moral basis of the society, but 
suggest some reformation and reorganization on moral grounds. 


The pre-Independence Oriya society faced an acute moral 
crisis originating from such social problems as demand of the bride- 
price and dowry, child-marriage, widow remarriage, caste 
hierarchy, untouchability, oppression by money lenders and 
landlords, maladjustment in arranged marriage, imitation of western 
civilization, effects of natural calamities etc. The novels written 
during this period reflect these problems and expound the moral 
issues involved in them. 

Coming to Kanhucharan, who is very likely an Oriya 
counterpart of Saratchandra, we experience a deep involvement in 
the problem of women. In almost all of his works a tragic woman 
character is at the centre. Among them there are all sorts of social 
types — poor, untouchable, illiterate, aristocratic, physically 
handicapped, spinsters, widows, prostitutes, house-wives and so 
on. A common problem that all of them share is a lack of freedom to 
choose one’s life partner. Caste, creed, economic status, social 
taboos, physical features, dowry, bride-price, male supremacy, etc., 
regularly constrain their life style. They feel around them the strains 
of social norms and conventions. The society wants them to be all 
virtuous at the cost of their personal likes and dislikes. As a result of 
this system the women suffer mutely throughout their lives. A typical 
case is presented in ‘Sasti’ where a young widow wants to begin 
her life anew with her childhood lover after rehabilating him socially, 
for he had lost caste during the famine, but the society of which her 
father is a protagonist would not allow it to materialize. At the end 
the disillusioned boy reacts sharply and marries a fallen girl and the 
helpless widow in utter disappointment begs at the feet of God to 
make her a piece of stone like his own self. 
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This sort of social problems posed by Kanhucharan verily 
generates moral problems in the domain of the Oriya fiction. How 
should we justify, socially or morally, Sania (Sasti) marrying a fallen 
girl and living a casteless-creedless life; Kshyanaprabha (Jhanja) taking 
shelter with her blind husband in the house of the man who had once 
wanted to marry her; Nandika (Ka) inducing her husband to take a 
sccond wife for her alleged barrenness; Ratani (Bhulihuena), forsaking 
her illegitimate child, goes back to her husband for the sake of the 
child of a dead co-wife; and Maya (Abhuinetri), a young widow, 
impersonating her dead younger sister to get through a remarriage? 


Art shapes morality and is in turn shaped by it. This is one 
assumption of Gopinath Mohanty as a writer. The Orissan society is 
projected in the novels of GM in its three dimensions-the hulls, the 
village and the towns. GM has revealed various aspects of morality 
in the distinctive environment of a class of people. In ‘Paraja’, the 
tribal boy Mandia murders the lewd moneylender and comes proudly 
to the Police Station with the severed head. In ‘Matimatala’ an 
idealistic Rabi refuses to reveal to the police the name of the man 
who had beaten him. Thus the morals upheld by the two heroes of 
the same author seem to be contradictory. Is there a crisis of 
idealism in these two books or it presupposes only a contrast in 
the environment, tradition and human character? Mandia and Rabi 
are set up on their own ideals — one is killing and the other is 
dying, for the same cause of protecting the honour of humanity. 
Violence also can have its morality, if it is not repressive but 
liberative. Bhagia, the hero of Fakirmohan’s.‘Cha-man-athaguntha’, 
suffered death at the hands of the greedy landlord. His sacrifice 
was intended to affect a change in the morals of the landlord 
class. Bhagia in that social situation could neither retaliate nor revolt: 
But in 1934, Ghania, thé hero of Bhagabati Panigrahi’s ‘Sikar’ 
could dare strike back, and so did Mandia in 1945. Is there a 
political basis of their morality of violence? Should we treat Rabi 
as a Gandhiite and Mandia as a Marxist? 
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GM’s ‘Harijan’ also poses another moral issue. In this book 
the society of the down-trodden is projected parallelly in contrast with 
the social high-ups. The theme of the book is the struggle of the slum for 
its survival under the clutches of the city. The real hero of the novelis the 
slum, the city its rival, and both are ammated through two groups of 
people representing the two camps. The hovels of the Harijans are on 
the periphery of the town. When the town wants to stretch out, the slum 
withdraws itself. But how long this could be tolerated? Atleast it resisted 
once; and the result was that the fury of the town burnt it down to earth. 
At the end it is seen that the Harijans, burning within themselves, are 
moving away somewhere and, on the other side, the towns people, 
waking up at the sound of the temple bells, are watching the purple 
rising sun from their balcony. The question arises here — apart from 
aesthetic, hygienic, social, political, religious and such other considerations, 
what should be the moral solution to such a problem? 

The core of GM’s novel is not formed by a story/plot, but 
themes, which are proposed and discussed in the context of some 
life-sketches. Whatever story elements are there ina theme proliferate 
in the vast panorama of social realities, and as such, the milieu 
becomes more pertinent than the life and actions of the characters. 
The personae of his novels are not the traditional hero-heroine types, 
but just some individuals who represent the society under discussion 
and participate in the discourse of the theme. And what are the 
themes about? Certainly not sex and politics, the favourite subjects 
of modern novelists, but the moral issues concerning values and 
concepts, tradition and modernity, and ethics and aesthetics. Leaving 
sex and politics aside, upholding the traditional values and concepts 
and portraying the simple village life sensitively instead of narrating 
the complexities of urban life, he is perhaps a rare example among 
the Indian novelists who has captured the modern attention. Unlike 
others he has adopted only the western techniques, but not their 
philosophy of life and value-judgments. In the light of this fact we 
have to analyse and assess the morals of his novels. 
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Lastly, mention must be made of a leading younger writer — 
Sri Santanu Acharya. He is a writer of surrealistic trend. Surrealism, 
for him, is the depiction of a situation rather than a setting forth of a 
philosophy. It is a form of protest against modern decadence which 
is achieved by parading the grotesque, surprising and outraging our 
sensibility. In all his works Acharya has made an attempt to unmask 
the surface gloss and seek the truth. He works on the viles of society, 
not as a scavenger, but as a victim of the system which he wishes to 
be better organized in order to make larger room for individual 
freedom within its fold. 


Acharya’s first novel ‘Narakinnara’ celebrates the story of 
George, an illegitimate boy brought up by an old beggar. The book 
opens with the death of his foster father. Forlorn and forsaken, 
George begins his life’s sojourn through the dark areas of the society 
until he meets his end in the Police firing on a mob of lepers which he 
was leading. Why such Georges are born, why they wish to live and 
what is the responsibility of society towards these parasites — perhaps 
these are the basic moral issues raised by Acharya. In his next work 
‘Satabdir Nachiketa’ and its follow-up ‘Tinoti Ratir Sakala’, we 
find another perplexing character in Bibhuprasad. Unlike George, 
he is educated, an M.Sc., but he too is equally disillusioned and 
finds no cohesion in his society. It is all fragmented by various class 
and individual interests. Are the stories of George and Bibhuprasad 
immoral and fit for total rejection, or Acharya hints at some ‘new 
morality’ which we must accept for our very existence in the world 
today? Acharya seems to be more concerned with individuals than 
with the society as a whole. He feels that the society can no longer 
hold together the individuals through worn-out bindings of certain 
external norms and beliefs. It should reorganize and re-establish 
itself on a purely humanitarian ground. 

In conclusion, we must say that every society moves witha 
set of conventions which is subjected to periodic adjustment in 
accordance with the time and situation. Morals are the sum total of 
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values of a particular time. Fiction as a form of art deeply attached 
towards society reflect the thoughts of an age. It has a responsibility 
to shape the morals of a society and an obligation to be shaped by 
the social morals. 
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Pandit Gopabandhu Das 
An Apostle of Indian Nationalism in Literature 


1. LIFE & TIME 


The march of the history of Orissa was peculiarly wobbly 
during the British period. Orissa remained alienated from the main 
stream in every sphere because of its own problems. When India 
was engrossed in the struggle against the foreign rulers, Orissa was 
engaged inits own struggle of self assertion and emancipation in the 
political and cultural fields. British occupied Orissa in 1803 and 
wiped out the land from the political map of India by amalgamating 
it in parts with the adjoining provinces. At a point even a sinister 
attempt was made by the covetous neighbours to supplant the 
language of the Oriya people. All these suffering and humiliations in 
economic and cultural fronts culminated in the Great Orissa Famine 
(1866). There after a movement of awakening was set afoot and in 
course of along and sustained struggle a powerful Oriya organization 
in the name of ‘Utkal Sammilani’ was formed in 1903 with the main 
object of formation of a separate province of Orissa. It was a period 
of great turmoil for the Oriyas. Gopabandhu Das (GBD) born in 
1877 grew up through these dark days as if destined to be a maker 
of the modern Orissa and the leader of the Orissa Brigade in the 
Indian freedom struggle. 

GBD was born ina middle-class Bramhin family ina remote 
village in Puri district. Inspite of his rural base and superstitious and 
obscurantist Bramhinic social background, he had a luck for higher 
education beyond the village Pathasala (Primary School). He 
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matriculated from Puri Zilla School in 1899, graduated from 
Revenshaw Collage, Cuttack in1904 and got a degree in Law from 
Presidency Collage, Calcutta in 1906. He was given marriage at the 
age of 12 with a girl of 9 years old, who died when he was only 28, 
and never agreed to a second marriage. Since his student career 
beginning from school, he was committed to social work. He was 
seen where there were natural calamities, epidemic, poverty and 
illiteracy. He became the vanguard of various movements at his young 
age and ultimately rose to the position of being the ‘Utkalman’ (Jewel 
of Orissa). 


GBD died in 1928 at the age of 51. He had rather a short 
span of life in consideration of his activities and achievements in 
multifarious aspects of national life. He was an educationist par 
excellence; even as a student, he had organized the Universal 
Education League and planned a net-work of educational institutions 
the nucleus of which was the Satyabadi School established by him 
in 1909 amidst the sylvan surrounding of a grove of ‘Bakul’ and 
‘Churiana’ trees on the precincts of Sakshi-Gopal temple. His 
experiments in producing bands of ideal young men were so much 
successful that it was called as a ‘Factory for making Man’ The 
school became the focal point of national/awakening in Orissa. He 
started from here a monthly literary journal entitled ‘Satyabadi’ in 
1915, a weekly news magazine called ‘Samaj’ in 1919 and a 
publication series of books, the ‘Satyabadi Granthamala’ An age 
in Oriya literature was created from here which the historiographers 
call ‘Satyabadi Yug’?. Gradually GBD became more and more active 
in politics and the glory of the school declined. But in politics too 
GBD shone as a member of the Bihar-Orissa Legislative Council, 
President of the Utkal Sammilani and President of the Orissa 
Provincial Congress Committee. 


GBD is called ‘Utkalmani’ but he was never parochial in 
Indian context. He had closely allied himself throughout his life till 
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1921 with the cause of Oriya nationalism as an active supporter of 
the Utkal Sammilani. He had however realized at the same time that 
Orissa was a part of India, Oriya nationalism was indistinguishable 
from Indian nationalism, and the Utkal Sammilani should participate 
in the freedom movement. The vision of a prosperous Orissa as an 
integral part of India loomed before his eyes. Finally he succeeded 
to bring in the Congress to Orissa and the aspirations and 
programmes of the Utkal Sammilani were identified with the national 
movement. His ideals of nationalism crossed the narrow limits of the 
boundaries of Orissa as he believed that through development of 
each part the whole Motherland could have a prestigious position in 
the world. It is the irony of fate that GBD did not live long to enjoy 
the fruits of his efforts information of an Orissa province in 1936 
and emergence of an independent India in 1947. 

2. LITERARY MOVEMENT & MOTIVATION 

GBD the leader was no less a litterateur. He records with a 
note of sadness in the preface to his long ballad ‘Dharmapada’ that 
he cherished an ambition from his childhood to be a poet. It is a 
truthful statement as it is seen that while a student of class EX in the 
school he used to take much interest in literary activities and 
contributed articles to established magazines. He even wrote a 
satirical poem daring the wrath of Radhanath Rai, the leading poet 
and all powerful Inspector of Schools, when a war of words was 
going on between the supporters of Radhanath and the medieval 
poet Upendra Bhanja. GBD developed an ideology of literature of 
a nation from his young age with the belief that literature had a positive 
role to play in building a nation of prestige and prowess. 

GBD could not pursue his literary career in preference to his 
life’s agenda on socio-political works. However, his programmes 
for all-round development of Orissa include creation of a supportive 
nationalistic literature and reorganization of literary language and style 
with a standard colloquial diglossia comprehensible to the common 
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man. He and his colleagues at Satyabadi endeavoured not only to 
create literature with a purpose but also set an atmosphere for a 
literary movement. The Satyabadi circle influenced the literary scene 
during 1910-20 and formed a distinct school of literature in contrast 
to the immediate preceding era led by Radhanath. The “‘Satyabadi 
Movement’ first of all introduced a new trend of nationalistic literature. 
Patriotism provided a strong motivation for creative writing and it 
was harnessed to the movement launched by GBD. 


The Satyabadi group headed by GBD consisted of ‘Five 
Associates’ like that of the five medieval saint-poets of Orissa, the 
‘Pancha-sakha’ The other four were Pandit Nilakantha Das, Pandit 
Godavarish Mishra, Pandit Krupasindhu Mishra and Acharya Harihar 
Das. They were all great scholars and talented writers besides being 
patriotic and selfless social workers. They had joined hands together 
sacrificing alluring jobs after their brilliant academic career. Thus, 
the Satyabadins were basically committed to the politics of freedom 
struggle and formation of the Province of Orissa. Their love for 
literature and creative faculty were best utilized in making up literature 
as one of the media for reorienting the cultural ethos of the Oriya 
people and to formulate and strengthen a concept of Oriya 
nationalism. They created a whole body of literature comprising of 
novels, plays, treatises, kavyas, lyrics, ballads, episodical narrative 
poems etc. They chose their themes with a view to stimulating a 
historical sense of pride and prowess, and heightened it by 
Juxtaposing with the contemporary realities of subordination, poverty, 
exploitation and disintegration. They blended humanism with 
nationalism and aesthetics with ethics in all of their writings. They 
also reoriented literary language and style to create a real ‘mass 
literature’ They effected some reforms in the literary diglossia by 
redeeming it from the highly Sanskritized diction. They brought it 
nearer to the literate class by infusing colloquial words and idioms. 
The concept of a popular literary Oriya was epitomized in the 
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language of GBD in his poems, journalistic articles and speeches. 
Pandit Nilakantha even wrote a genuine Grammar of Oriya to 
formalize the structure and vocabulary of the popular Oriya tongue. 
Pandit Godavarish used in his lyrical ballads folk forms, metres and 
idioms. The philosophy behind all these reformations is that literature 
should serve the masses at a larger social, cultural and national level. 
3. POET & POETRY 

GBD’s literary output was limited, though his impact was 
limitless. He had to keep himself away from the Muse he had ushered 
in due to preponderance of socio-political works. He has to his 
credit just five small but notable books of poetry and prose pieces 
published in journals and Newspapers in the forms of articles, 
editorials, commentaries and essays. Excepting only one collection 
of poems, the ‘Abakasha Chinta’ (Leisurely Thoughts) which 
appeared in 1899 during his formative period, all the other major 
works were created during his days in the jail from May 31*, 1922 
to June 26", 1924. GBD utilized his time in the Hazaribag Jail in very 
useful avocations —reading and writing. His ambition since childhood 
to write poetry was thus fulfilled to some extent and he could record 
in fine compositions his thoughts and feelings concerning the miseries 
of the people under the British rule and the ways to get freedom 
expediently. 

The ‘ Abakash Chinta’ contains 39 poems composed in lucid 
and lyrical style dealing on variety of themes relating to nationalism, 
religion, social reforms, beauty of nature, memorable events in life 
etc. Some of his striking expressions in these poems reflect his 
thoughts and feelings at the youthful age of 20-22. For instance, he 
says: 

i. If you really wish to worship the Lord Siva, let it not be 
for tonight only on the occasion of ‘Sivaratri’ We should make our 
entire life a long ‘Sivaratn!’ 
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ii. A Hindu is not bom to attain happiness for his own self, 
but each drop of his blood is meant for the welfare of the whole 
universe and mankind. 

iii. My mind gets oppressed in this filthy situation of the 
world. Hence I dream of the beauty and mystery of the heaven. 

iv. Had I been born in the ancient age of the Aryans, I could have 
realized God in every animate being and inanimate thing. The pastoral! 
life of the early Aryans was much better. 

After a gap of more than twenty years a flow of poetry 
gushed out of the cracks caused in his heart by the tyranny of the 
British government. His body remained confined in the jail but his 
mind flew out to his folks. He recorded in poetry what the mind saw 
and felt in the books entitled ‘Bandira Atmakatha’ (The Soliloquy of 
a Prisoner), ‘Kara-kavita’ (The Prison Songs) and in the poem 
‘Bandira Swadesh-chinta’. All the poems are surcharged with 
patriotic and nationalistic spirit of the soul of a bonded body. In an 
ecstatic mood he requests the Spring- Wind to visit nook and corner 
of his country and deliver his massage to the fellow-countrymen; 
elsewhere he says, 

Let my body add to the soil of the country 

May my countrymen tread on my back 

Wherever pits & holes are there on the road to ‘Swaraj’ 
Let my bones & blood fill them up (Bandira Atmakatha) 
Or, 

Freedom is the birthright of man 

.Freedom of speech and freedom of movement 
Freedom of life and freedom of association 

Are the four pillars of human society (Kara-kavita) 
Or, 

In thy vein flows the blood of ‘Dadhichi’ 

Who spared his life to save the good people 
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That spirit of dedication thou prove 

Add thyself to the sacred fire of Indian nationalism. 

The ‘Dharmapada’ (1924) is based on a popular legend about 
the construction of the Konark temple. The story is that King Narasimha 
Dev engaged 1200 architects and sculptors for 12 years to build the 
temple. There was one master sculptor by name Bisu Maharana. At the 
time of being commissioned for the temple building, his wife was carrying. 
In due course a son was born, who was named Dharmapada. The boy 
never knew his father as he grew up to the 12 year. Once one of his 
schoolmates castigated him as a bastard. He ran back home tearfully 
and insisted on seeing his father. The hapless mother agreed to send him 
to Konark and for identity gave him some berries of their orchard and 
their pet dog ‘Balia’ The boy reached Konark, found out Bisu and 
proved his identity. But Bisu’s delight was short-lived as the king ordered 
to assassinate all the sculptors if they failed to complete the temple by 
setting the head stone (mundi) within a day. Dharmapada took stock of 
the problem and offered to solve it with the knowledge he had acquired 
in reading the father’s books at home. Bisu became happy and proud. 
Butthen the rest of the sculptors pointed out that if the king would know 
the facts, he won’t spare them. Dharmapada assured them that nobody 
could ever know as he would wipe out himself after doing the job. Bisu 
horribly objected to sacrifice his son to save their lives. Dharmapada 
pleaded with the father how the sacrifices of an individual could uphold 
the glory of their great sculptor community. Finally, in the quiet hours of 
mid-night he did the work and jumped from the temple top into the sea. 
In the morning the king saw the temple completed and rewarded the 
sculptors along with Bisu. 

GBD has portrayed Dharmapada as a symbol of persona! 
sacrifice for the good of many, a community or a nation. He speaks 
through Dharmapada, 

Life and death are daily occurrences 

Every creature must die sooner or later 
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It is no glory to die as a coward. 

A good man is he who sacrifices his life for other’s good. 
Human life does not consist of years, months, days or moments 
Man lives through his deeds, the deeds are the measure of life. 
A flame of light may burn bright for a moment 

If it spreads light everywhere, that moment is precious 
The flame of a short life endures 

What is the value of a long life, 

If it flickers for thousand years without achievement? 


GBD interpreted a simple legend allegorically with a view to 
inspiring the people to make individual sacrifices for the whole nation. 
The ‘Dharmapada’ is a small book, but a great treasure in the 
nationalistic literature. He has written in the same vein some minor 
works, such as, the story of Nachiketa (Nachiketa Upakhyana), 
and ‘Go-mahatmya’ (The pious cow). 

4. INDIAN NATIONALPOETS : BHARATHI & GOPABANDHU 


Subramania Bharathi (1882-1921), the great Tamil poet was 
a contemporary of GBD as he was born five years after and died 
seven years before Gopabandhu. Both emerged on the literary scene 
when freedom struggle was gaining ground and Gandhiji was rising as 
the leader of Congress. Both were connected with journalism and 
involved in social reformation. Initially they attempted to glorify their 
own region, its culture and tradition, natural beauty & resources etc. 
and to uplift the masses suppressed under poverty, tyranious 
administration, caste hierarchy and ignorance. Their poetry reflected 
these features and flashed patriotic sentiments. Gradually their vision 
widened and they concerned themselves with the problems of India 
and of the entire humanity. Both blended nationalism and humanism in 
their poetry, Bharathi sang: ‘On the Sindhu, on Moonlit eve/With the 
damsels of the Chera land/With sweet Telugu songs on our lips/Shall 
we play our boats and sing’; ‘Thirty crore faces she has/But thought 
only one’; ‘Whatever be our destiny/Let us share it equally/Let us 
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thirty crores/Live collectively or/Fall collectively’ and ‘Sing Bharathi, 
sing so that/The miseries of the people vanish/Sing, sing, sing thy songs/ 
And lead mankind the right path’. Alike GBD in ‘Dharmapada’, 
Bharathi re-interpreted the Mahabharat episode in the ‘Panchali 
Sapatham’ and gave allegorical significance to the cuckoo in ‘Kuyil 
Pattu’ and Krishna in ‘Kannan Pattu’. Another important point of 
commonality between them was to create real mass literature in the 
colloquial speech of the people. Both could have enriched us more 
had not Bharathi died young and GBD involved in politics. 


Bankimchandra’s ‘ Anandamatha’ (1982) opened the door 
to anationalistic trend in Indian literature and its ‘Vandemataram’ slogan 
was the clarion call to the writers as well. The litterateures of the 
period 1885-1935 inculcated the concept of nationalism as a modern 
literary sensibility. The nation in the process of intensifying the struggle 
for freedom needed the poets to sing to arouse the masses on their 
march forward towards independence. The leaders- Tilak, Gandhiji, 
Lalaji, Netaji, Sri Aurobindo, Syed Ahmed, Ranade, Gokhle, 
Bipinchandra etc. all called upon them to lend voice to condemn 
bondage and demand freedom. As a result, in every region, in each 
language the poets appeared on the scene and struck the chord of 
patriotism and nationalism in every heart. Tagore sang ‘Where the 
mind is without fear and the head is held high...... Awake my country 
to that heaven’; Iqbal declared ‘Our homeland, India, is the most 
wonderful place in the world’; G.V. Appa Rao opined ‘A country 
does not mean a piece of earth’; Bharatidasan pondered * Who wil! 
help improve the lot of the washermen, God or their donkeys?...Let 
us burst all the bonds of the workers and set them on the mean’; 
Shantakavi muttered ‘Namadi Namadi Bharatabhoom:i’; and there 
came Kamalakant Bhattacharya to say hopefully ‘Hundreds of Mazzinis 
and Garibaldi shall come out of the rocks to illuminate India’. In the 
miclst of such a galaxy of poets there flourished on time Gopabandhu 
Das in Oriya and Subramanyam Bharathi in Tamil. 
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Reflections & Deflections of the Glare of 
Rabindranath 


Rabindranath is the doyen of modern Indian literature. He 
emerged on the Indian literary scene crossing the barriers of language, 
commune and creed in the order of the Vedic sages, Sanskrit poets 
and medieval saints. A dependent nation identified itself with his 
accomplishments and recognitions and accepted him as an ideal 
literary figure head of the modern India. His impact on Indian literature 
became dominant and:irresistible within a decade of winning the 
Nobel Prize. Under the spell of his art of writing new trends and 
movements were set a foot in the literatures of each language area 
all over India. 

The Oriya literature which had entered into the modern age 
in the later half of the] 9th century drawing, initially inspiration for 
westernization from the Bengali literature, subsequently, developed 
apparent resistance to this trend of “Bengalization” for extra-literary 
reasons. Therefore, though unlike other language regions, which had 
to wait to know of Rabindranath until the award of Nobel Prize and 
publication of his works in translation, Oriya region was aware of 
his rise in Bengali literature, because of close affinities between the 
two regions, people and languages and through his admirers in the 
Orissan branch of the Brahmo Samaj, the echoe of his voice was 
heard in the realm of Oriya literature indistinctly and sporadically 
like the sounds of a distant drum. Somehow, initially his popular 
image in Orissa was built up as a Bramho leader and a Zamidar. 
May be it was due to his introduction to the Oriya literary circle 
through his fellow Bramho-Samajists and the Orissa based Bengali 
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elites. As both these groups had no popular standing in the socio- 
cultural sphere, Rabindranath could not reach the common people 
of the land transgreming the limits of these circles. 


Besides such socio-cultural factors, perhaps otherwise too, 
Rabindranath was inaccessible the Oriya literatures. That was a time 
when Oriya literature itself was swaying in between traditionalism 
and modemnity. Rabindranath’s contemporary Oriya modernists could 
not totally repudiate their earliest tradition in the absence of personal 
as well as social or cultural situations similar to that which had 
favoured Rabindranath. Under that circumstance, it was perhaps 
hand for the practitioners and supporters of modernity in Oriya 
literature to comprehend fully the modern outlook and approach 
that Rabindranath introduced in theme, form, language, style, metre 
and all other aspects that matter in the structure of literature. 


In Oriya literature the modern trend was pioneered by the 
poets Radhanath Rai (1848 — 1908) and Madhusudan Rao (1853 
— 1912), the novelist and story-writer Fakir Mohan Senapati (1843 
— 1918) and the playwright Ram Sankar Ray (1857 — 1923). The 
period of activity of these pioneered group was between 1880 — 
1910. 

They were followed by groups of writers who came in three 
successive phases and set up three distinct schools of literature, 
such as, the nationalistic.school of the ‘Satyabadi’ group (1910- 
1920), the neo-romantic idealistic school of ‘Sabuja’ group (1921 
— 1935), and the progresionistic school of the leftists (1936 — 1946). 
This is roughly the history of modern Oriya literature paratle! to the 
Rabindra era in the Bengali literature. 

Among the pioneers, Bhaktakabi Madhusudan Rao was to some 
extent an Oriya prototype of Rabindranath. He was a Bramho, a 
bearded saintly person, an educationist, a nationalist, a thinker and 
above all, a writer. His contributions to the development of Oriya 
literary prose and lyrical poetry are historic. Some of his poems and 
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Bramଚho prayer songs remind us of similarity with those of 
Rabindranath. They knew each other and at least on one level they 
thought and wrote alike. The Bengali version of his poem ‘Risiprane 
debabataran’ published in the monthly ‘Nabya Bharat’ had received 
much appreciation from Rabindranath. Madhusudan was indeed a 
saintly poet like him, but not an artist of human life in its totality. He 
came for God as the savior, whereas Rabindranath adored him as 
the creator. 

The Satyabadins were Calcutta educated and presumably, 
had direct impression of Rabindra literature. But its impact on their 
writings is not quite visible. There are some superficial imprints of its 
influence which are observable in the titles of books, tendency to 
De-sanskritize the style, use of some forms of poetry and glorification 
of Aryan heritage. lt seems they did not share the aestheticism and 
spiritualism of Rabindranath as their literature was motivated to 
formulate and strengthen a national consciousness in particular the 
Oriya nationalism. However, Gopabandhu Das (1877-1928) the 
mentor of the group, thought alike Rabindranath on several aspects 
on Indian culture, struggle against the British rule, reformation in 
education and human values. He founded at Sakhigopal an open- 
air school in a ‘Bakul’ garden on the model of Fergusan Collage in 
Poona and in this direction he was inspired by gurudev’s 
experimentation to meet gurudev and see his institution in 1924. 


However, Rabindranath’s impact on Oriya literature is 
marked discernibly in the next phase of its history beginning in 1920s. 
A young group of collegeous who at that time aspired to change the 
course of Oriya poetry and redeem at from politics and parochialism 
found in Rabindranath a great source of inspiration. Perhaps Amada 
Sankar Ray deserves the credit of introducing Rabindranath so 
intimates to his fellow collage mates. They were greatly influenced 
by his lyricism, romanticism and humanism. They even moulded the 
Oriya language to fit into the frame of Tagore’s form, style and metre. 
Biswanath Kar, the celebrated editor of the ‘Utkal Sahitya’ patronized 
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their movement in the pages of his journal. By the end of the decade 
NC ନ established themselves as leading writers with 
many followers, a journal of their own and a publishing unit. In the 
process, a new era was created in Oriya literature, similar to the 
Chhayabadi period in the Hindi literature, under the direct influence 
of Rabindra literature. 


Butin the following decade of the 30s, the sabujitas deviated 
from their course keeping in tune with the changing socio-political 
conditions in the country. A new trend of social realism substituted 
the romantic idealism. A new line of writers emerged on the scene. 
One of them Sachi Routrai, even proclaimed that, “I am not Tagore 
or Shelley, my business as a writer is different from them” (Baji 
Rout, 1942). It is no wonder that they got dischanted with 
Rabindranath’s literal ideals was not Rabindranath himself dischanted 
with the changing order of human values ? 

In 1939 Rabindranath was invited to Orissa by the newly 
formed the then national government and his birthday was celebrated 
in Puri with due honour. He was ever endowed with the title of 
'Param Guru’. The change in the literary ideals in the natural course 
of history did not make Rabindranath irrelevant to Orissa and her 


men of letters. It has not done so as yet and can never do it in future. 
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Konkoni 
SOuthErN......ceceeseeeocereeoceenes Pali........... Maser Saimhalese 
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ODIA : LIRGNJSTIC LANDSCAPE AND LITERARY 
EFFLORESCERCE is damn introducetory monograph 
meant for the non-Oriya scholars. Jt contains a 
rapid critical survey of the history of the language 
and ifs literature spreading over a thousand year 
and a descriptive sketch of the grammar and 
Script. The publication is planned to prepare a 
base jor developing comparative study of Oriya 
Literature at the national level. 


Professor. K (Khageswar}. HANAPATRA (1933-) 
educated in the dQftkal University. a first class first 
Gold Medalist student of M.A. in Oriya and Ph.D. 
in linguistics, taught in the Orissa Education 
Service and the University of Delhi and in the 
Department of Oriya. Visva-Bharati University- 
well- known as a balanced and sharp literary 
critic and an explorative linguist of the tribal 
language, he represents the present geneation of 
Oriya scholarship 


